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Newfound Press dedicates this book to Patricia Carter (also known professionally
as Patricia Carter-Zagorski), formerly associate professor of piano at the
University of Tennessee. Professor Carter commissioned this first-known
English translation of Gottfried Galston’s Studienbuch. Without her steadfast
support, Newfound Press could never have brought this volume to publication.
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Foreword
by Chris Durman
In 1907, the eminent pianist Gottfried Galston began his famous Cycles
concerts, a series of five recitals devoted to the great masters Beethoven,
Chopin, Liszt, Bach, and Brahms. Each piano recital lasted four or five hours
and was performed entirely from memory. Galston presented the Cycles to great
acclaim in London, Paris, Amsterdam, Berlin, and Vienna. At this point in his
career, he received many honors—including a rare and impressive invitation
to perform at the Paris Conservatory, where silver medals were struck in 1907
and 1909 to commemorate the success of his virtuoso performances. In 1910,
following his celebrated European tour, Galston penned a “study book” that
articulates his interpretations of the Cycles repertoire.
Near the end of his glowing review of pianist Gottfried Galston’s Studienbuch, music critic and fellow pianist Leonard Liebling writes, “I hear that
the ‘Studienbuch’ is to be translated into English very soon. . . . I advise no
piano students and teachers to miss the English version if they are unable to
decipher the present German one.”1 Unfortunately, a very long wait was in store
for those readers who first read Liebling’s recommendation in his Variations
column from July 3, 1912, and who were eagerly anticipating the promised
English edition. While a second German edition personally corrected by
Galston was published in 1921, an English edition has not been forthcoming
until now.
This long-awaited first English-language edition of Galston’s Studienbuch
has been made possible through the combined efforts of many individuals.
Helen Galston Tibbe, professor Galston’s widow, who became the steward of
her husband’s archives following his death in 1950, should be praised for taking
particular care in preserving Galston’s collection of scores, writings, letters,
photographs, programs, and other memorabilia that document Galston’s life
1. Leonard Liebling, Variations (column), The Musical Courier, July 3, 1912, p. 27.
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and career as well as the life and career of Galston’s friend Ferruccio Busoni.
Mrs. Tibbe also embraced the responsibility of identifying an appropriate
institution in which to entrust her late husband’s remarkable collection. She
was seeking a repository that not only would benefit from the donation by an
expansion of the institution’s music collection but which also would commit to
publicizing the contents of the Galston collection and to making the materials
as widely available as possible to scholars and students of music.
Professor William Carter and his wife, professor Patricia Carter, both
former students of Gottfried Galston at the St. Louis Institute of Music in
St. Louis, Missouri, proved helpful to Mrs. Tibbe during her search for an
appropriate permanent home for the Galston archive. The Carters remained
friends with Helen Galston Tibbe after professor Galston’s death in 1950,
and both William and Patricia Carter later served as professors of piano
at the University of Tennessee, Knoxville. Their continuing relationship with
Helen Galston Tibbe facilitated the donation of Galston’s archives to the University of Tennessee Libraries, including professor Galston’s corrected edition
of his Studienbuch from which this current facsimile edition is derived. That
unique copy of the 1910 publication, which includes Galston’s handwritten
notations, is believed to be a copy sent to Galston by the publisher of the later
1921 edition for the author’s corrections and updates. This new edition includes
a facsimile of each page from Galston’s corrected copy of the 1910 Germanlanguage edition, side-by-side with the English translation.
Pauline Shaw Bayne, University of Tennessee professor emeritus and former
head of UT’s George F. DeVine Music Library, worked with Mrs. Tibbe and
the Carters to accession the collection into the UT Libraries and its Special
Collections.2 Professor Bayne also organized an event in recognition of the gift
and in honor of the donor of the collection that was held on the afternoon of
October 26, 1975, at UT’s Music Hall. The event featured a dual piano recital
performed by professors William and Patricia Carter, remarks by the dean of
the College of Liberal Arts, Alvin Nielsen, and Chancellor Jack Reese, as well
as a reception during which Mrs. Tibbe mingled with attendees.
Following donation of the collection to the university, items were processed by
staff working in Special Collections, where the collection remains accessible
to students, scholars, and researchers. In 1978, professor Bayne and the UT
Libraries published The Gottfried Galston Music Collection and the Galston–Busoni

2. Now the Betsey B. Creekmore Special Collections and University Archives

xii

Archive which cataloged the donated archives of both Gottfried Galston and
Ferruccio Busoni. This served to both publicize the existence of the collection
and to make the materials in the collection easier to identify and locate. 3
While these individuals and many others have played a role in the donation, acquisition, and processing of the Galston–Busoni Archive that includes
the Studienbuch, no one has been more instrumental to the publication of this
digital edition than professor Patricia Carter, who, after playing a prominent
role in the initial donation of the Galston Collection to the University of
Tennessee Libraries, recognized the utility of the “study book” for concert
pianists and in 2009 commissioned Rosemarie Greenman to create the firstknown English-language translation of the Studienbuch. In 2019, professor
Carter proposed that UT Libraries’ Newfound Press publish this first Englishlanguage edition of the Studienbuch featuring the Greenman translation.
Once this project was accepted by Newfound Press, she then met extensively
with music librarian Nathalie Hristov to share unique resources and information crucial to the biographical essay on Gottfried Galston that Hristov has
written for this edition. This current edition would not exist without professor
Carter’s steadfast belief in the performance techniques of her former professor
shared with the world in the Studienbuch by Gottfried Galston.

3. Pauline Shaw Bayne, The Gottfriend Galston Music Collection and the Galston–Busoni
Archive. Knoxville: University of Tennessee Library, 1978.
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A Note on this Edition
The present volume reproduces pages from the 1910 edition of Gottfried
Galston’s Studienbuch, side-by-side with an English translation. Galston’s own
hand-corrected copy of the Studienbuch resides in the University of Tennessee
Libraries’ Betsey B. Creekmore Special Collections and University Archives;
it is part of the Gottfried Galston Music Collection and the Galston–Busoni
Archive.
Our singular specimen of the Studienbuch includes printed pages of the 1910
edition (Berlin: Verlag Bruno Cassirer) interleaved with oversized sheets and
three quarter bound with marble boards. The unique volume was bound by
bookbinder Karl Ebert of Munich. “Extra ill copy” is embossed on the spine.
Extra illustrated copy is a bookbinding term that refers to a book that has been
rebound with interleaving pages. This was usually for the purpose of adding
illustrations to a text; but, in this instance, it is believed the intention was to
provide space for Galston’s editorial changes, which were later incorporated
into a second edition of the Studienbuch (Munich: Verlag Otto Halbreiter, 1921).
Galston inserted handwritten corrections within—and in the margins of—the
printed text, as well as on the oversized sheets. [Only those oversized sheets
containing marginal notations are reproduced in this volume; blank (unused)
sheets have been omitted.]
Other materials that were bound into the extra illustrated copy or transcribed
on the interleaving pages are reproduced herein—such as Galston’s handwritten list of programs for concerts he presented in Munich between 1919
and 1921, and Ferruccio Busoni’s aphorism regarding Liszt, written in Busoni’s
own hand. Following is an index to Galston’s editorial changes as well as the
supplemental materials that appear within this volume.—Ed.
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Galston’s Corrections

[Page numbers refer to the 1910 edition]

Page

As printed in the 1910
edition

p. V
p. 1

[Galston notes number of
pages per chapter.]
Fis-moll

p. 4
p. 28

Galston’s corrections

f-moll
[x in margin; correction
within the adjacent stave]

Seiteninstrumente

p. 40

Saiteninstrumente
^ [marcato added within the
stave]

p. 43

Bartolommeo Christoforo

Bartolomeo Cristofori

p. 51

möge

mögen

p. 55

l.H. [i.e., Left Hand, added
below the stave.]

p. 63

angibt

angeben

opposite p. 67

x Im übrigen gilt hier das
zur fmoll Etüde (Trois
nouvelles études No 1)
Angemerkte (Polyrythmik)

x Otherwise what was noted
(polyrhythmic) in regard
to the f-minor etude (Trois
nouvelles études No 1) holds
here.

opposite p. 69

x Vor-Parallestudium
(Transponieren durch
mehrere Tonarten) zum
Finale des hmoll Sonate!

x Pre-parallel study
(transposition through several
keys) to the final of the
b-minor sonata!

opposite p. 70

Dieses Studienmaterial
mit den Komplexen der
Etüde Op 10 No 2 amoll
kombinieren. Technische
Verwandtschaft
xxx

Combine this study material
with the issues related to the
étude Op 10 No 2 in a-minor.
Technical relationship.
xxx

xvi

Page
opposite p. 71

As printed in the 1910
edition
Die charakteristischen
technischen Laufgruppen
(z.B. Takte 1–2, 29–32
u.s.w.) zu fortlaufenden
Fingerüberungen
durch alle 12 Tonarten
benützen: Zur Befestigung
und Ausbildung des
6 Pianistensinns des
Distanzgefühls (in
Spannung und Sprung) .
xxx

p. 102
p. 219

Galston’s corrections
Use the characteristic
technical runs (e.g. measures
1–2, 29–32 etc.) for extended
fingering practice through all
12 keys: For the development
and establishment of the 6th
pianistic sense of distance (in
tension and leap).
xxx

[“Widerstand!” crossed out]
Feinheiten

Freiheiten

Supplemental Materials
opposite p. 118

Postcard to Galston from the pianist Leopold
Godowsky

opposite p. 222

Ferruccio Busoni’s aphorism regarding Liszt,
written in Busoni’s own hand

unnumbered sheets
following the pages of
the 1910 Studienbuch

Handwritten programs for concerts Galston
presented in Munich between 1919 and 1921

xvii

Portrait of Gottfried Galston, 1922, by Felix Meseck (The Gottfried Galston Music
Collection and the Galston–Busoni Archive, MS–1072, University of Tennessee Libraries)
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The Life and Work of Gottfried Galston (1879–1950)
by M. Nathalie Hristov
The twentieth century saw a tremendous rise in the virtuosity and artistry
of pianists, a boom characterized by giants of the music world that are as
revered today as they were one hundred years ago. To this day, musicians still
look to the poetic and mesmerizing interpretations of Artur Schnabel, Arthur
Rubinstein, Sergei Rachmaninoff, Vladimir Horowitz, Ignaz Friedman,
Wilhelm Kempff, and Gottfried Galston as the authorities of piano literature from the Baroque, Classical, and Romantic Eras. Their legacies have
endured the test of time, not only for their virtuosic playing but for their
sensitive interpretations that gave vibrancy and life to a composer’s musical text.
Despite their tremendous legacy of performances, recordings, and, in many
cases, innovative compositions, no pianist has contributed more to advancing
the art of interpretation than Gottfried Galston, who pioneered the art of
interpretative pedagogy through scholarship, a keen intellect, and remarkable
foresight.
A preeminent concert pianist of the early twentieth century, Gottfried Galston
(1879–1950) studied with leading pedagogues in Austria and Germany before
embarking on a career distinguished not only by his virtuosic performances
but also by innovative and insightful approaches to piano pedagogy. Born in
Vienna in 1879, Gottfried Galston did not come from a musical background,
although his family was rather affluent in Viennese society. His father was
a bank manager, and his mother was the daughter of a renowned financier
who championed Polish sovereignty.1 Under the supervision of his governess,
Galston’s musical training began early in his childhood, certainly before the age
of six. Upon realizing that young Galston had perfect pitch and unusual aural
acuity, his governess insisted that he continue with formal musical training. By
the time he was seven, he had begun private lessons with various teachers in
Vienna, later studying with Professor Schenner at the Vienna Conservatory.
1. Galston’s affinity for the music of Chopin may perhaps be traced to his mother’s
Polish roots and patriotism. The story of Galston’s maternal grandfather and his heroic
efforts to gain Polish sovereignty was one he often told his students. This information
was gleaned from an interview with his former student Patricia Carter (April 15, 2021).
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When he finally entered high school in 1894, he began lessons with Theodor
Leschetizky, the most influential piano teacher of the time.2
Recognizing his talent while lamenting the quality of his previous instruction,
Leschetizky insisted that young Galston start at the very beginning to rebuild his
piano technique. He also impressed upon Galston that he needed to dedicate
most of his time and energy to developing fundamental techniques with his
teacher’s assistant, Malwine Brée,3 before Leschetizky would fully integrate him
into his class. In Leschetizkty’s own words, Galston had “no fundamentals at all
. . . you [Galston] need somebody who devotes himself to you alone. Further
more, you play too difficult pieces.4 To cut it short, you have to tear down the
whole building and start again from scratch. There will be some useful bricks
in the rubble which might be used again in building the new structure.” 5
Obviously, Leschetizky would accept nothing less than Galston’s complete
dedication to his piano studies. This was a difficult request to make of Galston
considering that his parents frowned upon his pursuing a career in music.
Nevertheless, Galston persevered to the point that his piano skills flourished
and Leschetizky finally agreed to see the young Galston more regularly.6
While in high school, Galston’s comprehensive course of study went beyond
his applied lessons with Malwine Brée and Professor Leschetizky. In Vienna,
the center of European musical society, Galston had the opportunity to attend
numerous musical concerts by the most gifted performers of the day. Not only
did Galston regularly attend recitals by other pianists, he also attended as many
symphony and opera performances as time would allow.7 Throughout his
2. Gottfried Galston, “Excerpts from the Boyhood Diaries of Gottfried Galston, February
3, 1894, to February 23, 1896,” The Piano Quarterly, no. 140 (1987). Translated from the
original German by Gottfried Galston.
3. Malwine Brée was Leschetizky’s first teaching assistant and held that position for
over 25 years. She was also his biographer and the author of the two existing pedagogical
treatises on the Leschetizky Method. Professor Bree was the first of Leschetizky’s three
wives, although she remained his teaching assistant during his subsequent marriages.
(Interview with Patricia Carter, April 15, 2021).
4. At the time, Galston chose his repertoire from the Vienna State Music Lending
Library. (Carter, August 17, 2021).
5. Galston. “Excerpts from the Boyhood Diaries of Gottfried Galston.”
6. Ibid.
7. Artur Schnabel, Galston’s classmate in Leschetizky’s studio, accompanied Galston
to nearly all of these performances until Schnabel was forced to drop out of the class
for personal reasons. (Interview with Patricia Carter, September 1, 2021).
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diary, Galston revealed his impressions of the performances he attended,
often comparing the operas, symphonies, and chamber music of different
composers and reflecting on what he had learned from each. Musically
speaking, Galston learned as much from these performances as he did from his
private lessons.8 Coupled with his incredible memory and aural skills, it is easy
to assume that these performances served as the building blocks that enabled
Galston to master a vast repertoire. Years later, Galston would inculcate in
his own students the value of listening to and exploring music as a necessary
component of every artist’s musical education.
For nearly five years, Galston worked tirelessly to develop a strong foundation
of musical technique and artistry. Upon graduating from high school, he
entered the Leipzig Conservatory, where he studied theory and composition
with Carl Reinecke and Salomon Jadassohn. Perhaps it was this training with
renowned composers and pianist-composer teachers that led to Galston’s
extraordinary ability to analyze music in such a way that he could easily discern
a composer’s intention from a complex and heavily textured musical score.
Building upon his prestigious education, Galston took the science of musical
interpretive analysis a step further by developing new and innovative methods
to analyze music in ways that had never been done before (as evidenced
throughout his Studienbuch). Certainly, it is now understood that Galston was
a pianist made not only by talent and hard work but by critical thinking
and scholarship. Still, Galston maintained his significant piano abilities and
physical dexterity throughout his studies, performing his first professional debut
upon graduation in Leipzig’s Gewandhaus Hall. The success of this debut led
to other engagements throughout Europe, the United States, Russia, and even
Australia and New Zealand. However, it was not until 1907 that Galston’s true
musical prowess was made known to the world.9
In 1907, Galston’s performance career was launched to new heights by a series
of concerts that included some of the most monumental piano works by Bach,
Beethoven, Chopin, Liszt, and Brahms, presented at prestigious venues in
Europe to great acclaim. On January 17, 1907, Galston’s first concert series
began with ten performances in just over eight weeks: five in London and five
in Paris. In this short period of time, Galston covered an impressive amount
of repertoire consisting of some of the most difficult piano works of all time.
Later that year, Galston performed this cycle with several engagements in
Berlin, Vienna, and Amsterdam. Not only did Galston perform these numerous
8. Galston. “Excerpts from the Boyhood Diaries of Gottfried Galston.”
9. Printed chronology from the personal collection of Patricia Carter.

3

works in a constricted timeframe but he also supplied extensive program notes
for every work. In doing so, Galston supplied his audiences with imagery
and storylines that would enable the listener to follow along with the musical
narrative conveyed through his instrument. According to his former student,
Galston’s illustrative notes were the reason that Galston was able to hold the
audiences’ attention during programs that were significantly longer than the
norm.10
The itinerary and repertoire for Galston’s 1907–08 concert series follows.
(A complete transcription of the concert programs—including Galston’s
annotations and storylines—is included as an appendix to this volume.)

Pages from the 1907 program for the Gottfried Galston Cycles
10. Interview with Patricia Carter, December 29, 2021.
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∏
Dates of the Forthcoming

GOTTFRIED GALSTON

Cycles.
_______

London. January 17, 24, 31; February 14 and 21, 1907.
Paris. March 2, 6, 11, 16 and 21, 1907.
Berlin. October and December, 1907.
Vienna. Winter, 1907–8.
	Amsterdam. Winter, 1907–8.
_______
BECHSTEIN GRAND PIANOFORTE

will be used at all the Recitals.

Under the management of —
LESLIE HIBBERD ,
17 Hanover Square, London, W.

FIVE PIANOFORTE RECITALS BY GOTTFRIED GALSTON.
PROGRAMMES AND NOTES.

Johann Sebastian Bach.

Born: March 21st, 1685, at Eisenach.
Died: July 28th, 1750, at Leipsic.
_______


No. I. Capriccio, B flat major.
- Sopra la lontananza del suo fratello dilettissimo. (Capriccio
on the absence of his dearly beloved brother.)
- Arioso, Adagio
- Andante (Fughetto) G minor
- Adagiosissimo, F minor
- Un poco largo

5

-












Adagio poco, B flat major
Allegro, B flat major, Counter-fugue
No. II. Chromatic Fantasia in D minor.
- (Allegro molto—Arpeggio—Recitativo—Andantino)
- (Written in 1720. Partly from the edition of Busoni.)
No. III. Prelude and fugue in C sharp minor.
- (In five parts, three themes, or rather one theme and three counter-themes.)
- (From the “Well-tempered Clavichord,” Part 1)
No. IV. Prelude and Fugue in C sharp major.
- (In three parts. From the “Well-tempered Clavichord,” Part 1.)
No. V. Prelude, Fugue, and Allegro in E flat major.
- (For Lute or Pianoforte.)
- (Title from J.S. Bach’s own hand: “Prélude pour la Luth à Cembal.”)
No.VI. Concerto (in the Italian Style) in F major.
- Allegro moderato, 2-4 in F major.
- Andante, 3-4 in D minor.
- Presto, 4-4 in F major.
Nos. VII-XII. Six Tonstücke.
- (Pianoforte transcription by Ferruccio Busoni)
- (New and Revised Edition)
 No. VII—Prelude and Fugue in D major for the Organ.
 Nos. VIII-XI—Four Preludes on the melodies of Choral
Hymns for the Organ.
 No. VIII—“Wachet auf, ruft uns die Stimme.”
 No. IX—“In die ist Freude.”
 No. X—“Ich ruf ’ zu dir, Herr.”
 No. XI—“Nun treut euch, lieben Christen.”
 No. XII—Chaconne for Violin alone.

Ludwig van Beethoven.

Born: December 16th, 1770, at Bonn.
Died: March 26th, 1827, at Vienna.
_______
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No. I. Sonata, Op. 101, in A major.
- 1. Etwas lebhaft und mit der innigsten Empfindung. (Allegretto, ma non
troppo.)
- 2. Lebhart, Marschmässig. (Vivace, alla Marcia.)

-









3. Langsain und sehnsuchtsvoll. (Adagio, ma non troppo, con affetto.)
 Transition: Zeitmaass des ersten Stückes. (Tempo del primo
pezzo; tutto il Cembalo ma piano.)
- 4. Geshwinde, doch nicht zu sehr, und mit Entschlossenheit. (Allegro.)
No. II. Sonata in B flat major, Op. 106
- 1. Allegro.
- 2. Scherzo: Assai vivace.
- 3. Adagio sostenuto: Appassionato e con molto sentiment
- 4. Introduction: Largo—Un poco più vivace—Allegro—Prestissimo.
Fuga a tre voci con alcune licenze: Allegro risoluto.
 (Fugue in three parts, with some freedom.)
No. III. Sonata in E major, Op. 109.
- 1. Vivace, ma non troppo—Sempre legato—Adagio espressivo—Tempo
primo.
- 2. Prestissimo
- 3. Andante molto cantabile ed espressivo.
 Variation I. Molto espressivo.
 Variation II. Leggieramente.
 Variation III. Allegro vivace.
 Variation IV. Un poco meno andante ciò è un poco più adagio
come il tema.
 Variation V. Allegro, ma non troppo.
 Variation VI. Tempo primo del tema.
No. IV. Sonata in A flat major, Op. 110.
- (Composed in December, 1821.)
 1. Moderato cantabile molto espressivo
 2. (Scherzo) Allegro molto.
 3. Adagio, ma non troppo—Arioso dolente.
 4. Fuga: Allegro ma non troppo—L’istesso tempo di Arioso—
(Perdendo il forze, dolente)—L’istesso tempo della Fuga poi a
poi di nuovo vivente—L’inversione della Fuga.
No. V. Sonata in C minor, Op. 111.
- (Composed in January, 1822.)
 1. Maestoso – Allegro con brio ed appassionato.
 2. Arietta: Adagio molto semplice e cantabile.

7

Frederic Chopin.

Born: February 12th, 1810, at Zelazowa Wola, near Warsaw.
Died: October 17th, 1849, at Paris.
_______
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12 Preludes selected from Op. 28
Prelude, Op. 45, in C sharp minor.
- (published in 1839)
- 1. C major: Agitato.
- 2. Prelude, Op. 45, in C sharp minor: Sostenuto.
- 3. A major: Andantino.
- 4. F sharp minor: Molto agitato.
- 5. F sharp major: Lento.
- 6. E flat minor: Allegro.
- 7. G sharp minor: Presto.
- 8. A flat major: Allegretto.
- 9. E flat major: Vivace.
- 10. C minor: Largo.
- 11. F major: Moderato.
- 12. B flat minor: Presto con fuoco.
Douze Grandes Etudes pour le piano.
- Dédiées à Mr. Fr. Liszt (published in August, 1833) Op. 10.
 1. C major: Allegro.
 2. A minor: Allegro.
 3. E major: Lento ma non troppo.
 4. C sharp minor: Presto.
 5. G flat major: Vivace brillanto.
 6. E flat minor: Andante con molto espressione.
 7. C major: Vivace.
 8. F major: Allegro.
 9. F minor: Allegro molto agitato.
 10. A flat minor: Vivace assai.
 11. E flat major: Allegretto.
 12. C minor: Allegro con fuoco.
Douze Etudes pour le piano.
- Dédiées à Mme. la Comtesse d’Agoult. (Published in October, 1837)
Op. 25.
 1. A flat major: Allegro sostenuto.
 2. F minor: Presto.
 3. F major: Allegro.
 4. A minor: Agitato.









 5. E minor: Vivace e leggiero.
 6. G sharp minor: Allegro.
 7. C sharp minor: Lento.
 8. D flat major: Vivace legato.
 9. G flat major: Allegro vivace.
 10. B minor: Allegro con fuoco.
 11. A minor: Allegro con brio.
 12. C minor: Allegro molto con fuoco.
Trois Nouvelles Etudes (Etudes de perfection de la Méthode des
Méthodes de Moscheles et Fétis.)
- (Published in 1840.)
 No. 1. F minor: Andantino.
 No. 2. A flat major: Allegretto.
 No. 3. D flat major: Allegretto.
Nocturne, Op. 48, No. 2, in F sharp minor: Andantino.
Nocturne, Op. 15, No. 2, in F sharp major: Larghetto.
Valse, Op. 42, in A flat major.
Valse, Op. 64, No. 1, in D flat major.
Polonaise, Op. 53, in A flat major: Maestoso.

Franz Liszt.

Born: October 22nd, 1811, at Raiding (Hungary).
Died: July 31st, 1886, at Bayreuth.
_______




Variations on a theme by Bach.
Fantasia and Fugue on the subject B-A-C-H.
- (For the Pianoforte, by Franz Liszt)
Années de Pélerinage. (Years of Pilgrimage.)
- Deuxième Année. (Second Year.) Italie.
 No. 1. Sposalizio. (The Betrothal.)
 No. 2. Il Penseroso. (The Thinking One.)
 No. 3. Canzonetta del Salvatore Rosa.
 Nos. 4 to 6. Tre Sonetti de Petrarca: Nos. 47, 104, 123
· (Three Sonnets by Petrarch.)
· Sonetto 47, Del Petrarca.
· Sonetto 104. Del Petrarca.
· Sonetto 123, Del Petrarca.
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 No. 7. Après une lecture de Dante
Episode from Lenau’s “Faust.”
- Der Tanz in der Dorfschenke (Mepuistowalzer.)
Mephisto-Valse.
- (New Arrangement for the Pianoforte, from the Orchestral score,
by Ferruccio Busoni.)
Heroic March.
- In Hungarian Style. (Newly edited by Ferruccio Busoni.)
Reminiscences de Lucrezia Borgia (de Donizetti):
- Grande Fantaisie. 2nd Partie: Chanson à boire (Orgie)—Duo
—Finale.

Johannes Brahms.

Born: May 7th, 1833, at Hamburg.
Died: April 3rd, 1896, at Vienna.
_______









Variations and Fugue on a Theme by Händel, Op. 24. (Theme: Aria)
Two Rhapsodies, Op. 79.
- 1. B minor: Agitato.
- 2. G minor: Molto passionate, ma non troppo Allegro.
Pianoforte Pieces. Op. 119
- (These four Pianoforte Pieces—published in 1893—are
Brahms’s last pianoforte compositions.)
- No. 1. Intermezzo, B minor: Adagio.
- No. 2. Intermezzo, E minor: Andantino un poco agitato.
- No. 3. Intermezzo, E major: Gracioso e giocoso.
- No. 4. Rhapsody, E flat major: Allegro risoluto.
Valse from Op. 39.
- (Originally composed for the “Pianoforte for Four Hands,” later on
arranged for two hands by the composer)
Studies for the Pianoforte: Variations on a Theme by Paganini,
Op. 35.
- (2 Books.)

∏
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Gottfried Galston was not only a man of extraordinary musical talent but also
a man of letters. While preparing for his 1907–08 series of performances,
Galston documented his learning process for each of the works he performed,
a process that would both build the foundation of his Studienbuch and remain
with him throughout his lifetime. Published in 1910, less than three years after
the completion of his impressive performance series in Europe, the Studienbuch
is the most complete and detailed record of an artist’s experience during his
interpretive journey. The Studienbuch was drawn directly from handwritten notes
and transcriptions Galston made in preparation for this performance series—a
testament to his meticulous writing.
Throughout this series of performances in the great European concert halls,
critics lavished a young Galston with unrivaled praise. One such review is
found in a March 1907 Parisian publication, Le Monde Musicale, in which the
writer describes how “the Paris public generally so difficult to arouse to anything
akin to enthusiasm, has all at once formed a passionate attachment to the young
Vienna pianist who came to knock at the gate of Walhalla (Valhalle), the gates
of which are guarded by the five giants, Bach, Beethoven, Chopin, Liszt, and
Brahms.”11 Galston’s success during his Paris performances earned him a rare
and impressive invitation to perform two concerts in the Paris Conservatoire.
So rare was this invitation that even Chopin, Liszt, and Rubinstein had to
request the privilege in writing to perform in the Conservatoire.12
For this extensive series of performances that spanned the following year,
Galston received similar acclamations from critics across Europe. One writer
for London’s Daily Telegraph asserted, “[T]he beauty of his tone, the clear-cut
neatness of his technique and the breadth of his phrasing place him upon a lofty
plane among Beethoven players.”13 Another writer illustrated how Galston’s
interpretation of a Beethoven Sonata “surpassed in his phrasing and shading
both Risler and Lamond. With Chopin, he [Galston] takes many liberties in
details, but always hits the true character.”14 Along with other, similar reviews
by leading European critics, Galston’s musical interpretations established the
young pianist as one of the most gifted and sensitive interpreters of his day.
Nevertheless, Galston’s gift to the musical world during this time was not limited

11. Le Monde Musicale, March 1907.
12. “Galston Abounding Youth Enthuses Over California,” San Francisco Call,
December 20, 1912.
13. Daily Telegraph (London), January 25, 1907.
14. Frankfurter Zeitung, March 15, 1907.
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to his inspired interpretations. In the spirit of scholarship and a willingness to
share his musical ideas with future generations of pianists, Galston published
his journey through his interpretative processes by analyzing the composers’
texts to capture, as one reviewer put it, the true character of each work. Therein
lies the birth of the Studienbuch, Galston’s unparalleled gift to musicians and
pedagogues for generations to come.
Before delving into the masterpiece now known as Galston’s Studienbuch, it is
important to recognize the extent of Galston’s career as a piano virtuoso that led
to his pedagogical innovations. In 1909, following the successful concert series
in Europe, the faculty of the Imperial Conservatory at St. Petersburg (headed by
none other than Alexander Glazunov) offered Galston the position of Professor
Extraordinaire (a title conferred by Imperial ukase).15 A sought-after performer
in Russia, Galston was scheduled to perform in Moscow the evening of Leo
Tolstoy’s death on November 20, 1910. While Tolstoy was a literary icon beloved
by the Russian people, he was considered a criminal by the Czarist government,
and therefore Galston’s local agent in Moscow strongly advised Galston not to
acknowledge the death during his performance. In defiance, Galston walked
onto the stage and performed Chopin’s Funeral March (from his Sonata in B-flat
Minor) before commencing with the regularly scheduled program. While the
addition of the Funeral March was welcomed by the audience, who stood up in
appreciation of Galston’s performance, the local agent nearly lost his concertmanaging career. Only through Galston’s connections in Moscow and his
willingness to accept full responsibility did the local agent escape punishment.16
While Galston was highly valued and respected throughout Russia, the
young artist left for the United States in 1912 to launch another tour of solo
performances. Accompanied by the great American symphony orchestras
of the period, including the Chicago Symphony, the Detroit Symphony, the
San Francisco Symphony, and the St. Louis Symphony, Galston’s concerto
performances were tremendously successful, leading to a series of solo
engagements throughout the US. One such honor bestowed on Galston was
an invitation to perform the very first concert in the new Aeolian Hall in New
York, home of the New York Symphony Society. Up until 1924, Aeolian Hall
rivaled—if not surpassed—Carnegie Hall in prominence and prestige.17
15. Printed chronology from the personal collection of Patricia Carter.
16. “St. Louis Pianist once Defied Czar to Honor Tolstoy,” St. Louis Star, February 19,
1929.
17. “Galston Abounding Youth Enthuses Over California,” San Francisco Call,
December 20, 1912.
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Galston’s concert tour of North America proved no less successful than the
one he had previously undertaken in Europe. A New York Times review of his
first American performance described how Galston “showed himself to be an
artist of strong and vigorous fibre, of excellent musicianship that goes deeper
than the external of his art, of fine musical feeling.” 18 The review went on
to say that “his command of tonal effects upon the piano is unusually fine,
and he employed in his playing a wide variety of such effects, amplified by an
intelligent and skillful use of the pedal. This, while it may at times seem
excessive, was not so through carelessness or confusion, and almost always
had in view the exploitation of some of the most characteristic effects of the
instrument.” As evidenced by this review, Galston successfully pushed the
boundaries of his instrument to fully realize the personality of the composer’s
work. Again, numerous examples of Galston’s thoughtfulness when analyzing
and interpreting the text of a work are revealed throughout his Studienbuch.

Lithograph by Jean Veber, designed for Galston’s Paris concerts (The Gottfried Galston Music Collection and
the Galston–Busoni Archive, MS–1072, University of Tennessee Libraries)
18. “Gottfried Galston in Aeolian Hall: First Appearance of a New Pianist,” New York
Times, November 3, 1912.
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One month after his New York debut, Galston was invited back to perform a
second recital at New York’s Aeolian Hall. Performing works by Chopin, Brahms,
and Schumann, Galston added to his program an impressive arrangement of
Bach’s Chaconne in D Minor by another famed pianist of the day and one
of Galston’s musical mentors, Ferruccio Busoni. It is well understood that
Busoni’s arrangement of the Chaconne added multiple layers to the original
work for unaccompanied violin and could therefore be considered an original
composition. Using citations from the original Chaconne, Busoni achieved
almost a stereophonic sound with the richness of the form and texture. “In
the main culmination of each movement, he created an orchestral tutti-type
sonority, which grew out of its low and somber beginnings.”19 The resulting
composition is an exceptionally difficult work requiring impeccable technical
abilities in order to achieve the beautiful aesthetics of the original. In his
approach to this particular Busoni arrangement, Galston made an interesting
decision to utilize only the left hand to imitate the original violin line.20 In
doing so, Galston was able to provide a convincingly authentic interpretation
as evidenced by a review published in the New York Tribune the following day.
The review relates how “Gottfried Galston gave his second piano-forte recital
yesterday afternoon in Aeolian Hall before a large audience. Mr. Galston at his
previous appearance proved himself to be a pianist of sincere musicianship and
fine technical powers, and that impression he deepened yesterday.”21
In December of 1912, only a week following his second performance in New
York, Galston made his way to California where he performed Liszt’s Concerto
in E-flat Major with the San Francisco Symphony Orchestra with Henry Hadley
conducting. Following this concert, a reviewer from the San Francisco Chronicle
portrayed Galston as “a type of earlier days, reminiscent of those intensely
emotional players, with electrified mannerisms. Galston played in a manner
to defy all criticism.” 22 Winning the approval of the California audience,
19. Marina Fabrikant, “Bach–Busoni Chaconne: A Piano Transcription Analysis”
(PhD diss., University of Nebraska–Lincoln, 2006).
20. Galston’s student Patricia Carter once asked Galston why he did not use the right
hand to match the violin pitches. He answered, “because the left hand is the authentic
piano hand that can play loud and soft on the whole keyboard whereas the right hand
is limited to the upper register.” He reminded his student of Maurice Ravel’s Concerto
for the Left Hand written for Paul Wittgenstein, a pianist who lost his right arm in
World War I. (Written notes from Patricia Carter , September 2021.)
21. “Galston Recital Pleasing: Young Pianist Shows Skill in Classical Selections,” New
York Tribune, December 13, 1912.
22. “Birthday Honors to Henry Hadley: Orchestra Gives Him a Fine Token—
Galston Electrical in His Piano Work,” San Francisco Chronicle, December 21, 1912.
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Galston was immediately re-engaged for the next concert of the San Francisco
Symphony, as well as a Sunday afternoon recital a week later (December 29,
1912). When asked how he felt about his performance, “Galston was silent on
the subject of his reception as an artist—but his silence was due to modesty, not
to chagrin. The critics raved about him and his recital is reported to have been
in the nature of an ovation.” 23 Galston made such a remarkable impression
on the editors of the newspaper that he was “honored by an invitation . . .
to play at the outdoor Christmas Eve celebration at Lotta’s fountain.”24 At
the celebration, Galston performed for an audience of one hundred thousand.
At the time, the audience in attendance at the Christmas Eve celebration was
deemed to be the largest to gather anywhere in the world to hear a pianist.
In an interview given for the San Francisco Call about a week prior to the New
Year’s Eve concert, Galston commented, “I am still amazed to contemplate
such a gigantic crowd listening to my piano playing under the open skies.” 25
A correspondent from the Kansas City Star offered a vivid account of the
evening, describing how “the night was clear and Galston’s playing was heard
as plainly as in an auditorium.” The reviewer went on to say that “cheered
by the thousands, responding to many recalls, Galston stepped to the
front of the platform and wished all San Francisco a Merry Christmas.” 26
Galston’s final concert of his extraordinarily successful tour of the United
States was in Los Angeles’s Blanchard Hall. It was following this concert that a
Los Angeles Times review projected that the “near future may hold for him
[Galston] a greater appreciation, as he is already possessed of a musical memory
of extraordinary kind.” 27 Unfortunately, the near future included the outbreak
of World War I, forcing the young pianist to return home and fulfill his duties
in the Austrian military. Consequently, over the next three years following his
American tour, Galston’s extraordinary musical memory would be put to the
ultimate test.

23. “Galston Abounding Youth Enthuses Over California,” San Francisco Call,
December 20, 1912.
24. Morning Oregonian, December 21, 1912.
25. “Galston Abounding Youth Enthuses Over California,” San Francisco Call,
December 20, 1912.
26. “A Pianist Plays to 100,000: San Francisco’s Annual Open-Air Concert was
Given by Galston,” Kansas City Star, December 25, 1912.
27. “Galston Draws Scant Audience,” Los Angeles Times, January 13, 1913.
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In 1915 and until the end of the war in late 1918, Gottfried Galston served as
a lieutenant in the Austrian cavalry and was decorated for his service.28 During
this time, Galston had no access to a piano, and he feared the loss of dexterity in
his fingers. At first, Galston would try to move his fingers on any surface he could
find and mentally perform pieces from his extensive repertoire. Eventually, he
decided that he needed another activity to keep his fingers nimble, so he began
to draw objects with intricate details using any writing utensil he could find—
most often, a simple piece of charcoal.29

Galston’s drawing of a goat, from notes made during the last years of Ferruccio Busoni’s life—“Gottfried Galstons
Kalendernotizen in Bezug auf sein Zusammensein mit Ferrucio Busoni in dessen letzten Lebensjahren” (The
Gottfried Galston Music Collection and the Galston–Busoni Archive, MS–1072, University of Tennessee
Libraries)
Normally, the inability to access one’s instrument for over three years would be
detrimental to any musician, let alone one of Galston’s extraordinary caliber.
Nevertheless, Galston’s return to the world of music in 1919 was a feat so remarkable in its own right that, to this day, few musicians could duplicate the intensity
of this series, let alone one undertaken after a three-year leave from the piano.
In the span of a little over a year, from October 1919 through February
1921, Galston performed over forty concerts in Munich that encompassed an
impressive representation of works by the most celebrated composers of the
piano literature. Performing from memory, Galston offered audiences weekly
28. Printed chronology from the personal collection of Patricia Carter.
29. Interview with Patricia Carter, April 15, 2021.
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performances—for the most part, of different programs that explored the
gamut of the literature. For example, on October 12, 1919, Galston performed
the following works: Mozart’s Fantasy and Fugue in C Major (K394); Bach’s
Chromatic Fantasy and Fugue (BWV 903); the Prelude and Fugues from the
Well-Tempered Clavier (C# minor, C# major, D minor, and D major); Liszt’s
Fantasy and Fugue on the theme B-A-C-H; Beethoven’s Twelve Variations
on a Russian Dance from Paul Wranitzky’s ballet Das Waldmachen; and,
finally, Beethoven’s Piano Sonata No. 13 in E-flat, “Quasi una fantasia,” Op.
27/1. A week later, Galston performed Froberger’s Suite “Auff die Mayerin”
(FbWV606); Pachelbel’s Six Fugues on the Magnificat sexti as well as Galston’s
own arrangement of a Pachelbel Chaconne; a cycle of movements from a
Kuhlau Suite and the Presto from his third sonata; a Galston arrangement of
a Bach Sicilianne; a Busoni arrangement of a Bach Prelude and Fugue in D
for organ, among other works. This course of interpreting new works of the
highest difficulty, week after week with little to no repetition, is an awe-inspiring
achievement that few pianists could ever hope to replicate. By the end of the
series, Galston had performed over 200 works in just over seventy weeks.
Upon the completion of Galston’s monumental series of over forty concerts,
the eminent pianist began to explore other artistic outlets. After his rudimentary
efforts at drawing while serving in the Austrian cavalry, Galston began to explore
the world of painting, studying at the renowned Bauhaus School founded by
the architect Walter Gropius. While there, Galston spent a significant amount
of time collaborating with artist friends and colleagues, including Paul Klee,
Lyonel Feininger, and Wassily Kandinsky, as well as other Bauhaus artists.
During this time, Galston amassed an impressive collection of artworks from
these celebrated painters of the Bauhaus School. He also collected an extensive
library of books about art, philosophy, and other scholarly disciplines that at
one point exceeded 10,000 volumes.30
In 1921, Galston left Munich for the capital city of Berlin where he fostered a
relationship with the renowned pianist-composer Ferruccio Busoni. Busoni’s
respect for the young pianist was remarkable, as demonstrated by his offer
to allow Galston the rare privilege of performing some of Busoni’s most
challenging transcriptions for piano. While Busoni offered Galston musical
instruction and mentorship, Galston offered Busoni great care and attention
during the final years of his life.31

30. Printed chronology from the personal collection of Patricia Carter, verified by
interview, April 15, 2021.
31. Tamara Levitz, Teaching New Classicality, Bern: Peter Land Publishing, 1996.

17

Portrait of Ferruccio Busoni, inscribed to Galston—“Dem lieben jungen Ritter, Tonkunst
und Freunde Gottfriend Galston, [signed] Ferrucio Busoni, 1905” (The Gottfried Galston
Music Collection and the Galston–Busoni Archive, MS–1072, University of Tennessee
Libraries)
Ferruccio Busoni accepted very few students and was known to be rather
exclusive about those he allowed to enter his inner circle of trusted friends and
colleagues. Busoni referred to Galston and fellow piano student Michael von
Zadora as his “two caryatides.” They were among the most important figures in
the final years of Busoni’s life.32 The two students attended all of their teacher’s
32. Tamara Levitz, “Ferruccio Busoni and His European Circle in Berlin in the Early
Weimar Republic,” Revista de Musicología, 16, no. 6 (1993): 3705–3721.
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performances and were daily visitors to the maestro’s home. One of the most
important historical artifacts in existence from this period in Busoni’s life is
Galston’s journal, containing the most detailed account of Busoni’s daily life
from 1923 until his death in 1924.
Galston took meticulous notes in his journal detailing the musical activities and
discussions in Busoni’s home from 1921 until the pianist’s death in July 1924.
He also included excerpts from Busoni’s work on Doktor Faust, his monumental
opera based on the Faust myth, completed after his death by his composition
student, Philipp Jarnach. Additionally, Galston’s journal included a detailed
drawing of Busoni’s apartment in Berlin. Coupled with this illustration, readers
of his journal could easily form a mental image of the scholarship and musical
ideas that took form in Busoni’s home.33
However, the discussions in Busoni’s home were not limited to music, as Busoni
had great interest in other areas, including art, literature, history, and politics.
The two would engage in long conversations that went well into the late
evening hours. “Galston and Busoni read voraciously, discussed literature and
literary journals, bought and compared rare editions of their favorite French
and German classics, read through booksellers catalogues, and compared their
impressive book collections.” 34 At this time, Galston held a book collection of
over 10,000 volumes,35 providing the two pianists endless topics for conversation. The two seemed inseparable until Busoni’s death in 1924, when Galston
had the sad duty of serving as a pallbearer at his friend’s funeral. Soon after
Busoni’s death, the Weimar Republic of Germany was under threat from a new
political faction, the Nazis. Sensing their growing influence in local politics and
grieving the loss of his mentor and closest friend, Galston began to plan for his
European exodus.36
In 1927, Galston settled in St. Louis, Missouri, where he was appointed Professor and Artist-in-Residence at the St. Louis Institute of Music. While in St.
Louis, he performed more than 1,000 recitals over the next twenty years of

33. Ibid. This collection is now housed at the University of Tennessee, Knoxville. See
the published catalogue: Pauline Shaw Bayne, The Gottfried Galston Music Collection and the
Galston–Busoni Archive, Knoxville: University of Tennessee Library, 1978.
34. Ibid.
35. A printed catalog of his original collection of books is available in The Gottfried
Galston Music Collection and the Galston–Busoni Archive, housed in the University of
Tennessee Libraries. Unfortunately, Galston was forced to leave behind nearly threequarters of his collection when he moved across the Atlantic to the United States.
36. Interview with Patricia Carter, April 15, 2021.
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his life while teaching a full studio of talented young pianists.37 At noon on
every Friday of the academic year, Galston would perform a recital for his
students from his own impressive repertoire (about thirty per year). Prior to
each performance, Galston would also give the students a lecture about the
composer’s life, musical style, and the specific works being performed. Not only
was attendance mandatory for these weekly recitals, Galston also insisted that
his students attend the complete season of concerts by the St. Louis Symphony.
He even made sure that the conservatory added the cost of attending
symphony concerts to each student’s tuition bill. Finally, attendance at a St.
Louis chamber music series sponsored by a local church was also required.
Clearly, Galston emphasized the value of listening to music as an integral part
of a pianist’s musical education.
As described by one of his former students, each of Galston’s students benefitted
from his well-rounded approach to teaching.38 While listening was clearly an
important factor in developing an artist’s interpretations, phrasing, and stylistic
approach to a given composer, Galston recognized the importance of music
theory and score study to decipher the meaning of a musical work. Reflecting
the value Galston held for score study, an entrance requirement at the St. Louis
Institute of Music, and particularly for Galston’s studio was “up to ten years of
theoretical analysis and keyboard technique.”39 Once enrolled in the school,
Galston’s students would have their music theory lessons in the mornings, often
using the repertoire they were working on as their examples. During their
performance lessons with Galston in the afternoons, each student was expected
to demonstrate a theoretical understanding of the pieces they were studying at
the time. It was at this point that Galston challenged his students to learn and
discover from each piece they were performing what the composer was trying
to convey.
Of course, as with any great teacher, an ability to diagnose and correct
technical difficulties is an essential skill that Galston possessed. While working
with his students, Galston found that the root of many of their struggles
with specific passages or technical skills stemmed from insufficient or poor
editorial markings in the musical editions being used. In addressing this
issue, he was known to reach out and engage his many contacts in Europe
to work with him in creating quality editions of the most significant works
in the piano literature. Working through the Art Publication Society of St.
Louis, Galston was responsible for engaging the services of a large network of
37. “He Has Scaled Mountains and Won World Fame in Music, But He’s Just
‘Beginning Life at 70,’” St. Louis Globe–Democrat, September 6, 1949.
38. Interview with Patricia Carter, April 15, 2021.
39. Ibid.
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esteemed pianists and pedagogues to produce high quality editions that would
be of great pedagogical value to students. As part of this initiative, Galston
himself edited the two- and three-part inventions of Johann Sebastian Bach.40

Portrait of Gottfried Galston, 1930 (Personal collection of Patricia Carter)
Galston’s commitment to his students extended beyond his consultations to
seeking pedagogical counsel. It seems that he was fully invested in the career
success of all of his students despite any interests or talents they expressed outside
of piano. For example, one of his students who happened to be a gifted composer
as well as a pianist was interested in studying the music of Stravinsky. To the
student’s delight, Galston contacted Stravinsky in Los Angeles, arranging for
his student an opportunity to study with one of the most prominent composers
of the day.41 William Carter, another one of Galston’s many talented students,
benefitted from his teacher’s commitment and attention to his career. While
pursuing his undergraduate degree under Galston’s supervision, Carter was
provided several concert engagements and professional opportunities through
the St. Louis Institute of Music that allowed for his talent to be nationally
recognized. Galston was the driving force behind these opportunities that later
led to his subsequent enrollment as a masters, and later doctoral student at the
40. Ibid.
41. Ibid.
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prestigious Eastman School of Music. After fulfilling his military duties in the
South Pacific during World War II, Carter also attained a faculty appointment
at the University of Colorado in Boulder and, later, the University of Tennessee
in Knoxville. Through Galston’s close relationship with his former students
William and Patricia Carter, his voluminous library ended up in the University
of Tennessee Libraries’ Special Collections almost twenty-five years after his
passing.
Like Galston, Carter also adopted an analytical and thoughtful approach to
piano pedagogy. In his 1958 doctoral dissertation, “Practical Editions of the
Chopin Preludes: A Comparative Study,” Carter explored different editions
offered for Chopin’s piano works, specifically his Preludes. This comparative
analysis allowed pianists to determine which editions contained the greatest
fidelity to the composer’s autograph. Additionally, Carter asserted that any
addition of merit would clearly distinguish between editorial markings supplied
by the editor, and those supplied by the composer. Ultimately, Carter sought
to help teachers and pupils avoid “really misleading and detrimental rather
than instructive and beneficial [editions].”42 Carter’s dissertation provided
such a valuable guide for evaluating different editions of a musical work that
the renowned piano scholar Maurice Hinson unsuccessfully tried to persuade
Carter to publish the dissertation.43
Much of Galston’s approach to teaching can be gleaned from the insights he
shared in his Studienbuch. An August 2021 interview with his former student
Patricia Carter offers several examples of Galston’s effective approach to
teaching. During the interview, Ms. Carter recalled several lessons with Galston
while she was learning Beethoven’s final Piano Sonata, no. 32, op. 111. She
recounts:
My lessons with Galston were always a wonderful adventure.
When I was learning Beethoven’s Piano Sonata, no. 32, op.
111, I could visualize the first movement as “a battle scene
on horseback with the challenges of reining in horses while
slashing swords. Beethoven reaches a climax with the sforzando
chords towards the very end that quickly diminish to a somber
conclusion in a pianissimo dynamic.” The other movement was
extremely difficult to read as well as to play, so I asked Galston,
“What is the meaning of this movement?” He hesitated and
then said, “Perhaps this is nirvana and means there is no
42. William Porter Carter, “Practical Editions of the Chopin Preludes: A Comparative
Study,” (DMA diss., University of Rochester, 1958), ii.
43. Interview with Patricia Carter, January 20, 2022.

22

end. Only rebirth.” Needless to say, I only performed the first
movement in public! 44
As in this example, Ms. Carter recalled how Galston had a particular talent
for characterizing a musical work, explaining each section so that a student
would understand exactly what the music needed to convey. Often, he would
ask the student to supply a storyline to this absolute music, comparing musical
phrases to poetry where certain sections reflected pride, frustration, grief, or
even triumph. In validating her description of his lessons, one simply needs to
read similar representations contained in his program notes, and later in his
groundbreaking Studienbuch. Both contain evidence that Galston viewed music
as stories, poetry, or epic novels.
Galston’s pedagogical lineage includes some of the most prominent figures
in piano history. Several of his primary teachers were well-known for their
pedagogical methods and literature in their own right. Among these were
the renowned pianist Theodor Leschetizky in Vienna and composer-pianists
Salomon Jadassohn and Carl Reinecke in Leipzig. Insight into Galston’s
pedagogical approach may be gleaned from this educational background. For
almost five years, Galston worked with Leschetizky, who was one of the most
sought-after pedagogues of his time. Leschetizky had developed his own method
of pedagogy that was considered revolutionary at the time and produced
many of the most prominent virtuoso pianists of the early twentieth century,
including Artur Schnabel, Ossip Gabrilowitsch, and Ignacy Paderewski. These
Leschetizky alums were largely responsible for the great rise in piano performance and virtuosity in the early twentieth century. As Galston described in an
interview, “The technique of the pianist has greatly improved, and so has the
instrument itself. One is able now to get massive orchestral effects out of it.” 45
Tracing Galston’s educational pedigree: Theodor Leschetizky was a student
of Carl Czerny, a name all pianists recognize for his vast body of pedagogical
works for the piano. Czerny was among the most successful students of Ludwig
van Beethoven46 and went on to teach one of the most well-known virtuosos
of all time, Franz Liszt. Czerny’s sets of graded exercises are still used today
for the development of essential piano technique. These sets include: The School
of Velocity, the School of Virtuosity, and the School of the Left Hand. From an early
44. Interview with Patricia Carter, April 19, 2022.
45. The Christian Science Monitor, November 18, 1912.
46. Carl Czerny enjoyed a close association with Beethoven until the latter’s death
in 1828. The substantial influence Beethoven had on Czerny’s musical development
is relayed in Anton Kuerti’s, “Carl Czerny: in the Shadow of Beethoven,” Queen’s
Quarterly (September 22, 1927).
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age, the value of pedagogy as an art was so ingrained in Leschetizky that
he ultimately dedicated his life to the development of effective teaching. As
evidenced by his own legacy, Gottfried Galston was certainly influenced by
Leschitizky to the extent that he also sought to revolutionize piano pedagogy to
create a new generation of highly virtuosic and artistic pianists.
In the foreword to Galston’s Studienbuch, the author describes the musical journey
every interpreter takes when learning a new work. He explains how “every
thoughtful artist experiences a whole world of emotions, forms perceptions and
makes decisions, finds and defines the points of attack, discovers hidden pivotal
points around which the entire work turns, secretly identifies the treacherous
spots in order to be armed against them, and much more.” Galston also
believed that music students would benefit from experiencing these interpretive
journeys through which all great artists struggled before realizing a powerful
and suitably expressive interpretation. In his breakthrough publication,
Studienbuch, Galston offers the world of piano pedagogy the first guide to
teaching musical interpretation. By documenting an artist’s thought processes
while examining several of the tenets of the piano literature, Galston leads his
readers through the mind of an interpreter as he analyzes the various motives,
phrases, and musical nuances of Bach, Beethoven, Chopin, Liszt, and Brahms.
By following Galston through his own study of selected musical works, students
can learn to approach a new composition more intelligently by thinking about
passages in different ways and considering a multitude of options.  
In a 1912 review of the newly published Studienbuch, Leonard Liebling
described how “Gottfried Galston branches out into a new field of musicoliterary endeavor, and gives a detailed record of his interpretations, with the
reasons for the things he does, and the experiences and impressions undergone
at the piano during his preparation of the five tremendous programs.” Liebling
goes on to convey the unique value of Galston’s work by describing how “these
‘confessions’ of Galston are to me the most interesting notes ever published on
the art of piano playing, and if Liszt and Rubinstein had possessed sufficient
moral courage to be as candid with their contemporaries as Galston is with his
twentieth century confreres, the two masters would have left behind them a far
truer picture of themselves and of their art than is contained in the newspapers
of their day and in the books written about them by others.” 47 In his foreword
to the Studienbuch, Galston alludes to this sentiment that he shares with Liebling
in that “all thoughtful virtuosos should endeavor to share their experiences to
the greatest extent possible. In my opinion quite a few things would be revealed
that might be an inspiration for many students of music.” 48
47. Leonard Liebling, Variations (column), The Musical Courier, July 3, 1912, p. 27.
48. Gottfried Galston. “Foreward.” Studienbuch von Gottfried Galston. Berlin: Bruno
Cassirer, 1910.
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While pianists and pedagogues
around the world remember
Galston’s outstanding contributions to his discipline, many
others remember the embodiment of a modern Renaissance
man, one who studied painting
at the Bauhaus School, climbed
the highest mountains, spoke
several languages, and was
exceedingly well-read. By 1949,
at age 70, the once energetic
Galston was suffering from a
wasting illness such that he
could barely hold a pen, let
alone perform. During this last
decade of his life, Galston spent
a significant amount of time in
the hospital and was forced to Galston, mountain climbing, 1948 (Personal collecsell his Bauhaus art collection to tion of Patricia Carter)
one of the doctors in exchange
for paying his hospital bills.49
Despite these hardships, he took full advantage of this time in his later years,
editing 150 keyboard works of J. S. Bach—“stripp[ing] away the glamour
which the nineteenth century had put upon Bach, the extra notes, the added
verbiage.” 50 The resulting 750-page manuscript of the unedited works of
Bach for piano was Galston’s parting “gift to the American people for their
kindness to him.” 51 On April 2, 1950, Gottfried Galston passed away in
St. Louis, leaving behind a legacy of unrivaled piano scholarship. In addition to
his many students who trained a new generation of pianists, his editions of the
Bach keyboard literature, and his extensive library of books and printed music,
Galston’s greatest legacy may be that of the innovative and forward-thinking
tome we know as his Studienbuch.

49. That collection included a number of Paul Klee works. When Paul Klee died in
1940, Galston asked the doctor who had purchased the collection if he might reclaim
one of the works. The doctor declined to return any of the paintings to Galston. Several
years later, that collection was donated to a museum in Washington, DC (Interview
with Patricia Carter, April 15, 2021).
50. “He Has Scaled Mountains and Won World Fame in Music, But He’s Just
‘Beginning Life at 70,’” St. Louis Globe-Democrat, September 6, 1949.
51. Ibid.
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Following is an advertisement for Verlag Bruno
Cassirer’s 1910 printing of the Studienbuch. This
was bound into the extra illustrated copy that
is part of the Gottfried Galston Music Collection
and the Galston–Busoni Archive.
					—Ed.

]

[ publisher’s advertisement ]
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[

The Verlag Bruno Cassirer 1910 edition of the
Studienbuch begins with the following material.
					—Ed.

]
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[ cover page ]
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[ half title page ]
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STUDIENBUCH
BY

GOTTFRIED GALSTON

»Gefühl ohne Denken ist Dusel«
Emotion without thought is foolish sentiment
Hans von Bülow

BRUNO CASSIRER PUBLISHING HOUSE
BERLIN 1910
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FOREWORD
For a long time I have been wondering why no virtuoso has decided to
record, in a separate and independent form, the varied ideas and experiences
that inevitably come to his mind while studying and performing his repertory
pieces. While studying a work, every thoughtful artist experiences a whole
world of emotions, forms perceptions and makes decisions, finds and defines
the points of attack, discovers hidden pivotal points around which the entire
work turns, secretly identifies the treacherous spots in order to be armed against
them, and much more.
There is an overabundance of “instructional editions” of all works, all
masters. Every composer finds (or suffers, one is sometimes tempted to say) his
editors. The great masters can endure this, although one might be struck by
panic at times in view of the despicable designs on a work by some phrase-happy
editors. There are noteworthy exceptions, to be sure; there are editions that
have produced much that is good, fertile, and very inspiring—such as Bülow’s
edition of Beethoven’s piano works Op. 53–129, and Busoni’s work on Book I
of the Well-Tempered Clavier by Johann Sebastian Bach, just to mention two
among several that stand out. But in spite of the few powerful and beneficial
“editions,” I consider this genre of printed music inadmissible nevertheless.
The works of our masters must be presented to all who study them as they
are shown in their manuscripts or original editions. This is true of the urtext
editions which are, unfortunately, few and far between, and the editions of
those masters whose works are not yet “free.”
There may be great value in what is said about the works of a composer,
or in what is inspired, felt, and expressed by these works. These experiences
and perceptions ought to be recorded in “study books.” These books would
conceivably take on the role of consultant, inspirer, and promoter while studying
a work in its undistorted, original form.
VII
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All thoughtful virtuosos should endeavor to share their experiences to the
greatest extent possible. In my opinion quite a few things would be revealed that
might be an inspiration for many students of music.
Driven by this desire, I would like to present the first study book. It is my
intention to give an impetus; may the virtuosos of our time feel the impulse to
follow me on this path.

*

*

*

VIII

41

42

The works mentioned here were played in a series of 5 concerts which the
author gave in 1907/1908 in London, Paris, Amsterdam, Berlin, and Vienna.

PROGRAM
Concert I

Concert III

J. S. Bach:

F. Chopin:

12 Preludes from p. 28 and Op. 10
12 Etudes, Op. 10
12 Etudes, Op. 25
Three New Etudes: No. 1, F sharp minor
		
No. 2, A flat major
		
No. 3, D flat major
Nocturnes: F sharp minor, Op. 48, No. 2
F sharp major, Op. 15, No. 2
Waltzes: A flat major, Op. 42
D flat major, Op. 64, No. 1
Polonaise in A flat major, Op. 53

Capriccio in B flat major
Chromatic Fantasy in D minor
*Prelude and Fugue in C sharp minor
*Prelude and Fugue in C sharp major
Prelude, Fugue, and Allegro in E flat major
Italian Concert in F major
Six Tonstücke, transcribed by Ferruccio
Busoni:
Prelude and Fugue in D major (organ)
Four Choral Preludes (organ)
Chaconne in D major (violin)

Concert IV

*) From the Well-Tempered Clavier (Book I)

F. Liszt:
Variations on “Weinen, Klagen”
Fantasy and Fugue on B-A-C-H
Années de Pélerinage (Part 2: Italy)

Concert II

L. van Beethoven:

1. Sposalizio—2, Il Penseroso—3.Canzonetta
del Salvator Rosa—4. Sonetto 47 del Petrarca—
5. Sonetto 104 del Petrarca—6. Sonetto 123 del
Petrarca—7.Fantasia quasi Sonata (Après une
lecture du Dante).

Sonata in A major, Op. 101
Sonata in B flat major, Op. 106
Sonata in E major, Op. 109
Sonata in A flat major, Op. 110
Sonata in C minor, Op. 111

Mephisto Waltz
Heroic March
Lucretia Borgia Fantasy
Concert V

J. Brahms:
Variations and Fugue on a theme by Handel, Op. 24
Two Rhapsodies, in B minor and G minor, Op. 79
Four Piano Pieces, Op. 119

1. Intermezzo, B minor—2. Intermezzo, E minor—3. Intermezzo,
C major—4. Rhapsody, E flat major

Eight Waltzes, Op. 39
Variations on a theme by Paganini, Op. 35

*
1

Ga l s t o n , S t u d i e n b u c h .

*

*
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BACH
In the following discussions, all references to the original piano works by
Bach pertain to the edition by H. Bischoff (published by Steingräber). I consider
this edition the most practical available, since the magnificent original edition
of the complete works of Bach prepared by the Bach Gesellschaft and published
by Breitkopf & Härtel, which ought to be the basis or starting point here, is so
prohibitively expensive that very few people can be expected to purchase it.
I am, therefore, going by the assumption that the works will be performed
exactly as indicated in the Bischoff editions, unless it is noted otherwise.
*

*
*
Five-sixths of all staccatos—indicated in the editions by Bach’s editors—
can be changed to “portamento,” i.e. non-legato.
*

*
*
Regarding the execution of musical embellishments (ornaments), there is
such confusion that it is frequently necessary to clarify one’s point of view.
The old, excellent treatise by Carl Philipp Emanuel Bach, son of Johann
Sebastian Bach, “Über die wahre Art, das Klavier zu spielen / Essay on the
True Manner of Playing Keyboard Instruments” (now finally reprinted by
Kahnt in Leipzig) contains everything worth knowing in that regard plus a
wealth of other good advice.
For this reason this treatise ought to be widely known; unfortunately,
however, this has not been the case until now (not least due to the fact that it
was out of print for many years).
*

*
*
The most important general rules are as follows:
“23rd paragraph. All ornaments written in small notation belong with the
following note. Consequently, the preceding note must never be shortened; rather,
the following one will be shortened by as much as the small notes indicate.”
“24th paragraph. Based on this rule, these small notes, rather than the
following main note, are to be played on the beat together with the bass or other
2
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parts. Through them, you slide into the following main note; this is very often
done incorrectly, by plunging into the main note in a rough manner and perhaps
after clumsily executing the ornaments associated with the small notes.”
Reprinted edition page 29.

*

*
*
“11th paragraph. According to the common rule regarding the value of
these (long) appoggiaturas, we assign to them half the value of a following note
if it has two equal parts and two-thirds of the value if the parts are unequal,
i.e. if the main note is dotted, i.e., a
*

or
*

or
*

.”

.
Reprinted edition page 33/34

Trills with a two-note termination start with an appoggiatura from above:
				

execution:
*

*
*
The inverted mordent (Pralltriller/Schneller):
always with diatonic
second, in other words, with the next higher step on the diatonic scale at this
point (in the prevailing key signature);
execution in A-minor:

		

therefore:
				
The mordent:
thus:

execution in B-flat major:
with chromatic lower second,
execution in A-minor, B-flat major etc:

As an exception, the execution of the mordent may require a diatonic lower
second, for instance in the “Well-Tempered Clavier,” Book II, Fugue in C major:
					

execution of the mordent:

diatonic due to the G of the theme that follows.
*
1*

*

*
3
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Capriccio (B flat major)

sopra la lontananza del suo fratello dilettissimo
On the departure of his most beloved brother
( Ed. Steingräber, vol. VII, page 24)
This “capriccio” is often regarded as a “playful joke.” Granted, this work
is an occasional composition; but this 19-year-old young man was BACH, the
Bach. To our mind, the titles of the individual movements may well be the only
things that are playful in the work. However, a composition containing sections
such as the gently alluring, charming first movement, and a piece of such bitter
and deep anguish as the third movement—not to mention the masterful and
perfect fugue (a double fugue, to be precise) as its crowning conclusion—cannot
be considered merely an occasional joke.
*

*
*
The ornaments in small notation of the Steingräber edition are to be
omitted unless otherwise indicated.
*

*
*
“His friends try to persuade him not to undertake the journey.”

		
		

Arioso,
measure 1:

The third quarter note in measure 2 is similar, but this
time the ornament is only in the upper voice:

		
		

Measure 4, right hand
(upper system):

4
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Measure 6, second to fourth
quarter note (right hand):

		
		

Measure 9, third to fourth
quarter note:

Measure 13, second quarter note, right hand: no mordent.
		
		

Last measure, second and
third quarter note:

The entire gentle movement is to be performed in an alluring, caressing,
tender manner.
The characteristic
motifs strongly
suggest this…
*
*
*
“They tell him of various misfortunes that may befall him abroad.”
The line of the upper voice which begins this fughetta must be phrased
through to its end—in other words, through the first five measures; its natural
and emphatic execution requires a great deal of attention. Here, as in all
contrapuntal compositions, it is imperative to avoid the insufferable, mindless
rattling off of the imitations, or leaps from a voice to its imitation. Leave that to
the bunglers who pretend to be “musical.”
*

*

*

The turn (grupetto) in the eighth and in subsequent measures may be
omitted. As mentioned above, the ornaments in small notations in the Bischoff
edition are not to be executed.
Last measure, no arpeggio, no legatos:

*

*

*
5
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“General lament of his friends.”
Of course, in this F Minor movement the key signature of 4 flats would be
more appropriate.		
*
*
*
Here the great Bach—the one we love and revere—is already finding his
voice, expressing the innermost voices of the heart.
*

*
*
The expression of this particular mood is so characteristic of Bach that
Liszt obviously had it in mind as an archetype when he paid homage to Bach,
the “Urvater der Harmonie / original father of harmony” (as Beethoven said),
with his magnificent variations on “Weinen, Klagen…”
*

*
*
In the bass line, Bach’s favorite bass motif is emerging, at first disguised,
then quite 						 distinctly (measures
29–33): We 						
find this sequence
again and again: In the cantata “Denn Du wirst meine Seele nicht in der Hölle
lassen,” in the cantata “Weinen, Klagen,” in the “Crucifixus” of the B-minor
Mass, in two additional cantatas, in the final movement of the Toccata in F
Sharp Minor for the keyboard, in the magnificent Fantasia and Fugue in A
Minor for the keyboard (Ed. Steingräber, volume 1, page 94). Here, the favorite
motif serves as the second subject of the powerful double fugue.
*

*
*
Bach figured the bass, but left its realization to the imagination of the player.
We suggest an “organ-like” performance for the introductory bars, but only for
a player who is able to produce these chords softly, with certainty, and without
even the slightest break. Otherwise, we suggest following the Bischoff figuring here
and elsewhere.
without arpeggiating

Measures 1–5:

with both pedals

6
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Measure 8, third quarter note and
measure 9, first quarter note:
measures 16–17:

measure 43:

with both pedals

The last 5 measures without harmonization. The bass takes leave alone and
sorrowful.

*

*
*
“As they understand that it needs must be, his friends come and take leave
of him.”
The first three measures hard and rigid in rhythm, and strictly observing
the rests of the third quarter note.
Measures 4–8: Bustling.
defiant, determined

sad departure

The final
measures:
*

*

*

“Postilion’s aria.”
The melody in the first half lighthearted and carefree, punctuated by
the harsh and sudden cracking of the
whip:
The second half at first somewhat melancholy. (Measure 6, left hand,
espressivo and emphasized.) On the third eighth note of measure 10, lightheartedness returns as if suddenly recalled.
*

*

*
7
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“Fugue in imitation of the post horn.”
Double fugue: “Both subjects imitate the post horn.” (Spitta)

Measures 23–24:
Last measure very broad in order that the conclusion on the “weak” beat of
the measure might not appear too strange.
*

*

*

Chromatic Fantasy

(Ed. Steingräber, vol. 1, page 110)
As I see it, there is no organic connection between the fantasy and the
fugue usually following it. The fantasy is a wonderful stroke of genius—it rents
asunder the clouds of convention of that time. The fugue is not a crowning
complement to this fantasy; rather, it only serves to weaken it. That is why I
suggest not attaching the fugue to the fantasy.
*

*
*
This wonderful fantasy, in which “romanticism first entered into the realm
of keyboard literature” (Bülow), is without equal.
*

*
*
“I took great pains to find another work by Bach of this kind. But in vain!
This fantasy is unique and has never found its match. I first received it from
Wilhelm Friedemann (Bach) from Braunschweig. One of our mutual friends,
who enjoyed writing doggerel, included the following lines on an attached sheet:
				
				
				
				

Attached find
Some music by Sebastian,
Otherwise known as ‘Fantasia chromatica,’
Which will remain beautiful for centuries.”
							J. N. Forkel (1749–1818).

*

*
*
The fantasy has four distinct parts: part 1, measures 1–26; part 2, measures
27–49; part 3, measures 50–75; part 4, measures 76–80.
8
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Busoni named these four parts toccata, chorale (arpeggio), recitative, coda
(edition by Busoni, N. Simrock, Berlin.)
*
*
*
It is advisable to subdivide the first two measures of the fantasy into small
segments for easier reading, in other words, to count out 16 sixteenth notes here.
The same goes for all measures that are difficult to read on account of their
involved structure.
Note: If you count this way, measure 1 begins after beat one; measure 2 on
beat two! I play the first two measures with the right hand only:

Strictly in time, except for the holds. The accented notes with emphasis.
The first two measures defiant, like a fanfare. As a contrast, the next measures
(3–6) soft and with a noble flair.
*

*
*
One might imagine the main theme of the great chaconne (for solo violin)
hidden in the figures of the first two measures, like this perhaps:

		
In all the sequences of the first part (the “toccata”) one ought to allow the
listener to sense an abundant musical richness.
*

*
*
Measures 11–12, strong crescendo; measure 13, forte; and measure 14, gradually
flowing toward piano. Measure 15, piano throughout; measure 16, once again
crescendo. Then I play measures 21–26 again only with the right hand. Clearly
9
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accentuate the following notes: In measure 23 the first quarter note (A),
third quarter note (B); in measure 24 the first quarter note (C sharp); linger
imperceptibly on the accentuated notes. Increase volume in these measures
with their climax beginning at measure 27 with the D octaves in the left hand:

					

silent touch

This example, as well as the ones that follow (measures 27–49), are freely
edited quotations taken from the “interpretation” edition of the Chromatic
Fantasy by Busoni (published by N. Simrock, Berlin). I would like to call
particular attention to this highly interesting virtuoso document.
10
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gently muted, quasi Organo
somewhat solemn

or

or

or

11
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64

silent touch

no pedal

sustain well!

12
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66

(somewhat louder and more determined)

(do not strike)

(silent)

Measure 54, without the “slide” before the second quarter note.
Measures 49 and following ones, like an operatic scene; the interspersed
accompanying chords (measure 50, second quarter note; measure 51, second
quarter note; measure 52, second quarter note, etc.) sharply contrasting,
somewhat like a muted organ sound (that is, do not arpeggiate).
In measure 54, penultimate thirty-second note, the inverted mordent
(Pralltriller) in small notation is to be executed. In measure 55, instead of
inverted mordent (Pralltriller) perform a short trill with grace-note (D flat
before C flat). Measure 56, third and fourth quarter note dreamily hesitating.
Measure 57, third and fourth quarter note as if bracing up. Measure 58, the
run to be played somewhat harder; next phrase slow, gently calming.
13

67

68

Measure 60 and following:
crisp

no pedal

Measure 63, third eighth note,
crisp:

Measure 68, the trills with appoggiaturas (see comment on page 3).
Measure 69, first eighth note without embellishment; hold the next chord
like a quarter note; fourth quarter note in this arrangement rhythmically very
tense:
It appears that the Steingräber edition
has a mistake in the rhythmic pattern here:
out.

Measures 70–74 to be executed very rhythmically and strictly in time throughMeasure 70, second quarter note:
Measure 72, second quarter note:
energetic

The chord on the second eighth note to be well sustained; the notes marked
with x to be played very detached.
Measure 74, third eighth note with long fermata. The relationship between
the tempi of this measure and the preceding one might be expressed as follows:
14

69

70

			
Measure 74: very
long
Strictly keep the time
of the preceding
measure:
no arpeg gio strike G again

							
Measure 74, after the fermata (
): the next measures should be a
preparation for the solemn mood of the coda. Measures 75–79 are the coda. I
try to realize in the following way the “inner voice” of a pedal point on the low
D’s (also felt by Busoni) that is traceable through the entire coda:
					Measures 75–79:
			
			

right hand

			

left hand

The notes in the fourth staff (system)
should be struck silently and their
value must be held precisely.

silent
touch
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long trill

hold
very
soft

silent touch

the C sixteenth note short

The coda very free in tempo (more or less improvising), but with strictest
observance of the rhythmic structure. Measure 78 fourth quarter note, and
measure 79 very broad.
*
*
*
The notes and chords in small notations and in brackets (written on a separate
staff [the fourth one] in the example above) are sounded “silently,” i.e., in such a
way that the keys in these instances are depressed without producing a sound.
The effect created by this touch becomes apparent only if the pedal is used as
indicated in these instances. As a rule, the pedal must be released immediately
after silently sounding the note, and then depressed again quickly or slowly.
*

*
*
The indented line (fifth line of the system) illustrates the correct use of the
(right) pedal, with the line slanted upward indicating the release of the pedal
and the following downward slanted line indicating its engagement. The closer
the two slanted lines are together the faster the “changing” of the pedal. Thus,
indicates a fast change;
indicates a somewhat slower change;
indicates that there is a period without the pedal being applied and
released in between.
In the examples in this book the pedal is only indicated where it seems
important to the author. Elsewhere the use of the pedal is left to the discretion
of the pianist.
Most important rule: The tip of the foot must never lose contact with the
pedal; foot and pedal should be like one unit.
It follows from my notation that, in the vast majority of cases, the right pedal
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will only be depressed after the note or chord to be pedaled has already been struck.
The following two methods of pedaling are relatively rare: Applying the
pedal before striking the key and simultaneously with striking the key.
In addition, the vertical dotted lines serve to show at which point precisely
the pedal is to be depressed or let up.
*

*
*
The manner in which the pedal is indicated in almost all “instructional,”
“revised” editions is quite useless and unusable. Generally, the underlying “idea”
is also indicated incorrectly.
*

*
*
Strictly speaking, each piano requires a different use of the pedal, since the
conditions to dampen the sound vary for different instruments. Indeed, each
pianist would require a different use of the pedal on account of the different
sound produced by his individual touch. Considering all this, it seems totally
inappropriate to include any general rules in an edition.
Pedal marks should be indicated only in places where a special “pedal
effect” is desired, using the notation mentioned above (or a similar one) to do so.
In order to come close to the intentions of an editor, the places where
the pedal is to be applied and where it is to be let up have to be marked very
precisely.
The common indication Ped. *, however, takes up considerably more space
than extreme precision will allow, making it impossible to determine the exact
moment at which to use the pedal.
In those places where in the example above (the “coda” of the “Chromatic
Fantasy”) the pedal changes come in quick succession (line of
),
these should not be strictly followed. In these instances, the limit of what a
notation can accomplish has been reached—only the “general idea” can be
indicated here.
Like everywhere else, only someone with a delicate ear that is sensitive to
the purity and beauty of musical sound can succeed here.
To listen to one’s own performance as an objective listener, and to appraise,
combine, and contrast the sound mixtures—that is what constitutes the true
nature of the pianist.
*
*
*
In conclusion, I would like to recommend the very interesting and
stimulating booklet “Das Pedal des Klaviers / The Piano Pedal” by Hans
Schmitt (published by Doblinger, Vienna).
*
2

Ga l s t o n , S t u d i e n b u c h .

*

*
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Two Preludes and Fugues from the Well-Tempered
Clavier, Book 1
Based on the way we feel about this music today, it is unfortunate that Bach
pressed the works of the “Well-Tempered Clavier” into two cycles representing
all 24 keys in a rising chromatic pattern, among them compositions that he
evidently transposed from other keys for the sole purpose of making them
fit into these cycles. There is no relationship between some of the preludes
and their associated fugues. Also, intuitively we find ourselves wishing for a
different key for some of these pieces. For instance, the five-voiced Fugue in
C Sharp Minor (to be discussed below), as far as my intuition is concerned,
is very well suited for the C minor key—a key in which, amazingly, this
fugue immediately acquires the gigantic-defiant character (always based on our
feeling, that is) that we would like to give to this great work. If we play the fugue
once again in its original key immediately thereafter, we now get the feeling of
something morbid and brooding. This longingly languishing, tormented mood
may be peculiar to the C Sharp Minor Prelude, which appears to us to be in
the “right” key. The associated fugue, however, is of a quite another nature
altogether; it belongs to a rather different, hard, clear, and heroic realm.
The conclusion that must be drawn from this is that Bach did not feel
the “characteristics of keys.” Perhaps Bach, and especially Beethoven, created
these “characteristics” in the first place, though without being aware of it.
The characteristics of the keys—as we feel them today—are based on
memory, a rather weak foundation, to be sure. A witty Frenchman once
said, “La musique, c’est la fête de la memoire.” The feeling associated with
key characteristics is secondary and acquired and thus most likely overrated.
Recently, Busoni in his “Entwurf einer neuen Ästhetik der Tonkunst / Sketch of
a New Aesthetic of Music” took the opposite view, rejecting any characteristics
of the keys.
We associate our feeling of the heroic with E flat major and C minor
through Beethoven’s Eroica, his Fifth Symphony, and the first movement of the
Sonata Op. 111; D minor is forever linked to and subconsciously dominated by
the memory of Don Giovanni and the Ninth Symphony; C major is associated
with a celebratory, joyful, stately mood through the Leonore Overture No. 3
and others (Wagner, Meistersinger!). Thus, the secret source of the particular
feeling we associate with each key may thus be found.
Since it appears that also the composers after Beethoven were open to
the influence of the memory associations mentioned here, a more distinctly
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defined character type of individual keys developed as a result of frequently
repeated instances.
Freeing oneself from this restrictive view (or “fossilization,” as Busoni put
it) will require a lot of effort and come about only slowly.
*

*

*

Prelude and Fugue in C Sharp Minor
(Ed. Steingräber, vol. V, page 21)

We are about to enter the inner sanctum; these two works are among the
most solemn and sublime in all of music literature. In the Prelude, the grave,
mournful C sharp minor assumes the expression of great, noble sentiment
full of energy and depth…
The Fugue rises up like an enormous cathedral…
H. Riemann, Katechismus der Fugen-Komposition
(Catechism of Fugue Composition)

*

*

*

Prelude
Entirely a picture of the prevailing mood (“Stimmungsbild”), an impressionistic painting.
The pedal is a part of painting; therefore, do not spare it in this prelude. All
ornaments are to be omitted—but in measure
15 the third and fourth quarter note in the
right hand should be performed as follows:
The E is to be struck rather lightly and soundlessly, but the F sharp with a full,
soft tone and well sustained.
The prelude approaches homophony and needs to be played accordingly.
(See, for instance, measures 5, 6, 7, which are homophonic throughout. The
soprano line should be spun out in a continuous, gently meandering flow as a
sweet, nostalgic “perpetual” melody. Everything else is to be cast in the palest,
most subdued colors and not in any way in opposition to the melody! Measure
30 is the only one where a surge begins, building up and releasing in two
outbursts with the G sharp in measure 32 and the A in measure 33, only to
return immediately to the original nostalgic, sultry mood.—In measure 39,
the C sharp in the bass needs to be heard prominently throughout the entire
measure; it must not be “covered up” by the upper voices.
*

*
*
These long notes that are to be sustained for a long period of time are often
only concepts “on paper,” regardless of whether they are in the bass or even in
2*
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the treble; they are there for the eye to see but not perceptible to the ear. Striking
a key again and again tastefully and with discretion is mandatory if making the
ear aware of this sustained note for the entire period of its required duration
turns out to be impossible.
*
*
*

Fugue in C Sharp Minor

In this piece it seems as if we are rising from the burial vault of a mighty
cathedral through its spacious naves up to the highest arch of the cupola. In
the middle part of our journey cheerful ornaments replace the earlier somber
austerity; rising toward the highest level, the structure becomes more majestic
and severe; yet, one consistent idea is apparent everywhere, the one underlying
chief subject shines through in every part.			
F. Busoni

*

*
*
If the prelude is quite picturesque, the fugue is wholly architectonic. The
tempo of the fugue is determined by the entry of the second counter subject
(measures 35, 36, and following); these eighth notes should flow along in a
perfectly calm manner. The tempo at the beginning and throughout the entire
course of the fugue is to be inferred relating to this point. Variations in tempo
perhaps at the great brilliant entry of the main subject in the bass (measure 73);
this measure and the two subsequent ones are to be played rather broadly. In
order to “catch up” again—or balance this—measures 76 and the following
may be slightly accelerated.
*
*
*
Regardless of whether you describe this fugue more precisely as a “triple
fugue”—as Ph. Spitta does—or as a fugue with “one subject and three counter
subjects”—as most others do—either way it is important for the performance
that in addition to 				
the following counter subjects
appear and play an 				
important part in the development of this gigantic composition. In the first counter subject:
it is
mainly
the section in brackets which runs through the first part (measures 1–35). The
second counter subject (setting the tempo of the fugue), measures 35–38:
and the third
counter subject,
measures 49–50 		combine so intricately with the chief

			subject that this may be the reason why
			Spitta chose to call it a “triple fugue.”
*

*

*
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The first 6 ½ measures with the left hand alone. The dormant greatness
still completely veiled and hidden—barely hinted. The five voices piled up
discreetly and unobtrusively.
*
*
*
Remember: The first entry (measure 1) is to be phrased through in an
uninterrupted, homogeneous flow up to measure 22.
*

*
*
At the third quarter note of measure 14, a wonderful, tender, moving
melody begins and is spun out in the first soprano line:

somewhat hesitant
very soft

*

*
*
Hans von Bülow (quoted in Vianna da Motta, Nachtrag zu Studien bei
H. v. B. / Addendum to Studies with H. v. B.) perceives a “hidden” entry of
the subject in measures 85–86 to which he would like to draw our attention.
Actually, the subject could only be construed here by leaping from one voice to
the other since it does not seem likely that a “crossing” of the voices should be
assumed here. The dotted line indicates the presumed subject.
		

Measures 85–86:
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However, the stretto between second soprano and bass needs to be brought
out clearly, overarched by the calmly flowing movement in eighth notes of the
second counter subject in the first soprano line.
*

*
*
The pedal point on G sharp in measures 105–108 must be brought out as
strong as possible. If it fades for some reason, the G sharp must be struck again,
and, if necessary, yet one more time (see comment on page 20).
The fugue now rushes powerfully and magnificently toward its close. After
another strong G sharp in the bass (measure 110–111) the entire tone structure is
completed with the doubled C sharp in the first soprano and the bass, which
are to be stressed (and preceded by a short hesitation—for the purpose of
intensification). This doubled C sharp, sustained through four bars, brings this
grand edifice to its completion. The thematic material of the middle voices (in
measures 112–115) should be very subdued (apply soft pedal), so as never to
interfere with the impression of the sustained outer voices.
Measures 110–115:

soft pedal (2nd pedal)

*

*

*

Prelude and Fugue in C Sharp Major
(Ed. Steingräber, vol. V, page 16)

Prelude
. . . A siesta in the shade of leafy trees, in the fragrant grass among
blooming flowers and fluttering insects . . .
. . . Everything is life and motion, everything is abloom and glittering,
and even the air is aquiver . . .			
H. Riemann

*

*
*
Scintillating, glistening play of sounds. Fingers pointed and thrown at the
keys: non-legato play. Apply pedal sparingly. —The pedal should only be applied
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for the suspensions (Vorhalte), such as in measure 7, third eighth note (C sharp);
measure 15, third eighth note (G sharp); etc. Measures 84–87, the first eighth
notes of the bass (F sharp – E – F sharp – G sharp) slightly accentuated.
Measures 97–102: like a festively draped garland. The last two measures
without the slightest hesitation, keeping strict time. Usually, a puzzling special
tempo is set here.
*

*

*

Fugue
The subject and the entire fugue express charm, ease, and enjoyment.
Phrasing of the subject:

The following phrasing is
suggested in most editions:
It gives the subject—and thus the entire fugue—a noisy, rollicking, merry
character and a certain banality it does not deserve.
Measures 37–38, note the driving and urging of the bass:

*

*

*

Prelude, Fugue, and Allegro in E Flat Major
Original title: “Prélude pour le Luth ò Cembalo”
(Ed. Steingräber, vol. VII, page 144)

The third volume of Steingräber’s complete edition of Tausig’s works and
adaptations for some strange reason also includes this composition with a few
minor changes. It is not clear why this work found a place there.
*

*

*
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The prelude, “with graceful animation,” should be played mp throughout,
lightly (leggiero), barely throwing fingers at the keys [fingers should leave the note
before the next note is taken]. The bass notes should consistently be played as
short as indicated and the pedal is to be used sparingly.
Some intensification and expansion in measures 36–40.
*

*
*
The fugue is an unassuming, harmless work. Do not strive for anything
grand. It divides itself clearly into fugue (measures 1–28), playful development
(measures 29–77), and exact repeat of the fugue (measure 77 to end). The playful
middle section is somewhat livelier in tempo and character. Avoid constantly
accentuating the fugue subject in the first and third sections. This fugue will not
tolerate it.
*
*
*
is characteristic of this fugue (and
also of the F Minor Prelude in the
This figure
“Well-Tempered Clavier,” Book 2).
(measure 12):
It is repeated in measures 13, 14, 17,
18, 19, 20, and 24–25 (middle voice!)
etc. This figure should be played in
a caressing, flattering manner.—
Between measure 17 and the soprano entry of the subject (second quarter note
in measure 21) a swell
with a minute acceleration and some
“agitato” will make the flattering pleas sound more urgent and impatient,
thus making the soft, singing entry of the subject in the soprano stand out like
their fulfillment. I emphasize the subject only here and at its entry in the bass
(measure 15). In favor of the other voices, I allow all other entries of the subject
to recede to the background.
*
*
*
In measure 18 (and also in 92) the last eighth
note should be F sharp, not F, of course. — In the
middle section, measures 29 to 77 (un poco più
animato), a joyful playfulness should prevail, with
the fugue subject shining through here and there
like a fleeting reminiscence. I play measure 33, first
quarter note, like this:
Playing the beginning of the measure exactly as indicated in the original
results in harshness and makes the flowing movement sound stiff and dry.
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Therefore, as indicated here, I play this arpeggiated from the top down
with a strong accent on the first of the two sixteenth notes in the right hand
(ending of fugue subject), and a very weak accent on the second sixteenth note.—
The first quarter note in measure 37 should be played in the same manner.—
In measure 50, the fourth quarter note of the right hand should be played like
this:
At the second quarter note of measure 55
start a gradual, consistent swell of volume
(beginning with pp) which reaches its climax
with the entry of the subject (measure 61, forte ).
Here, also, I recommend the execution mentioned above, but this time
arpeggiated from the bottom up
.
Measure 62:

Let me stress again that regarding these f to pp accents, (NB.
second sixteenth note has to sound very softly.

), the

*

*
*
I would like to suggest this modification or a similar one for any such instance.
For example, in my opinion, the performance of the Liszt transcription of
Schubert’s “Gretchen am Spinnrade” exactly as indicated is unpleasant and absurd.
*
*
*
After a short fermata
I continue
with the Allegro, a veritable merry
perpetuum mobile. I play measures 31–32
as follows:
As is often the case with Bach, the staccatos in small print should be
performed non-legato rather than staccato.
Measures 45–48 and 69–72, with soft pedal (second pedal).—The closing
measure 95 should be played very broadly, retarding to almost three times its
value.
*
*
*
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The Italian Concerto

(Ed. Steingräber, vol. I, page 40)
The original title is:
“Second part of the Clavierübung || consisting of a concerto
after || the Italian taste [and an || overture in the French style]
|| for a harpsichord with two || manuals. For music lovers, ||
to refresh their spirits, composed || by Joh. Seb. Bach.”
Published in 1735.

*

*
*
Bach solved the problem of entrusting an entire concerto to the keyboard
alone in his famous “Italian Concerto.” It is Italian with regard to the concept
of a concerto performance as it developed there for the violin; it is Italian with
regard to the form in which two faster outer movements enclose a slow inner
one, a form which had emerged as the most practical one for the violin (partly in
competition with the entire ensemble, partly to showcase solo virtuosity). In the
“Italian Concerto” Bach fulfilled the task of writing a keyboard piece in several
movements suitable for performance with such immediate perfection that the
great sonatas of a later era would not be able to add anything essential to this
accomplishment.
Oskar Bie, “Das Klavier und seine Meister / The Keyboard
		

and Its Masters,” second edition, page 101.

Allegro
In this piece I play the staccatos in small print very short.
In measure 3 (and in measure 7), I accentuate the second quarter note, F (C),
in the right hand and let it be heard louder
than the third quarter note, B flat (F ), which
is to be struck weakly and with little sound.
Measures 8–9 (and in similar places):
in one flowing movement, rather than following what others (Bülow) prescribe:
The latter sounds vulgar—an unnecessary and
inappropriate crudeness. Measures 16–18: I do not
play the doubled bass note in small print, either here
or later on in this composition.
Bach’s evasive breaking up of the
At measures
chords might conceivably be approxi27–28, focus on
mated (perhaps to avoid the “parallels”
the “basic idea”
between the two middle voices?)
of this passage:
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to the “idea”
The first two chords (measure 27)
just mentioned
very sharp; followed immediately
by shortening
by a rapid arpeggio-like low F to
thus:
high F on the first quarter note
(measure 28) whereby the upper F is struck as firmly as the two preceding
chords; and then the very muted B swiftly after that.
The notes in small print very
muted; the others bright like
Measure 29:
fanfares.—Measure 30 and
following (see note 2 in Steingräber): Bach’s written notations of “forte” and
“piano” do not refer to the desired sound volume here; rather, they serve to
indicate whether the particular passage should be played on the upper or lower
manual of the harpsichord (“Clavicymbel”).
Consequently, wherever a change of the manuals is indicated, the quality of
the sound has to change suddenly (similar to “changing a register” of the organ);
of course, this does not have to coincide with forte and piano. Measure 30 and
following in a sweet singing tone (mp – mf ). Indicate the change of the manuals
in measures 67–68 with a sudden p by engaging the soft pedal (second pedal).
For measures 76, 78 refer to comments regarding measures 16, 18.
In measures
The reason for the “paraphrase” on
the first quarter note of measure 88 is
87–88, the basic
clearer yet in this instance. The ugly
idea is once again
cross-relation G – G sharp between
l i ke t he one i n
“tenor” and “alto” has to be toned
measures 27–28,
down. In order to accomplish this
namely:
effectively, shorten and accentuate as indicated for measure 28 above.
Play measure 89 corresponding to measure 29. Measures 103–105, gentle
and somewhat squeamish, like a parody.
In measures 106–110, the caressing, flattering figure characteristic of Bach
appears. See comment regarding the “fuga” (measures 11–12) in Prelude, Fugue
and Allegro in E Flat Major.
Measures 110–111: the middle voice 				
very muted;
by contrast, the B flat in the upper voice (second quarter note, measure 110)
prominent.
I play measures 162–163
as follows:
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For measure 190, see comment at measures 27–28; for measure 191, see
comment at measure 29.
*
*
*

Andante
Arguably the most beautiful “vocal scene” ever written for the piano.
*

*

*

See comment (a) in the Steingräber
edition, page 44.—I play measure 4 as
suggested by Bülow:
In measure 1 and following, the second
and third eighth notes of the ostinato figure in the bass line with their own
timbre, somewhat reminiscent of the pizzicato of a low string instrument.
Measures 8–9:
very tenderly………………………………….		
In measure 17, the ornament in the right hand is to be omitted. Measure 26,
execution of the
second and third
quarter notes in
the right hand:
Measure 28, right hand without ornament. Measure 41, as the climax of
the entire wonderful aria, very passionate. Measure 44, the execution of the
ascending trill similar to measure 26. The melancholy, tender coda (measures
45–49) to be performed just as freely as its counterpart, the coda of the
“Chromatic Fantasy.” Measures 48–49 (count off sixteenth notes!):
				

*

*

*
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Presto

Bold, fresh, exuberant.
Measures 5–8:

The execution of the notes in small print must be quite subordinate in sound to
the ones in large print which should be cheerfully dominant. Measures 59–62:

In measures 17–22, 55–57, 69–73, 120, 122, 143–144, 175, 177, 179 the
middle voice needs to be muted and stay in the background. Measure 80, left hand:
				
				

Likewise measure 84, left hand. In measures 85–104,
the left hand also strongly articulated.

loud and rattling

Measures 95–96, left hand
quite articulated:
Measures 104–125: the wonderful
“lyrical episode.” (Secondary theme?
Contrast.) Measure 106, execution:
In measure 115, the returning main theme is to sound as if veiled; likewise, in measure 125, it should not yet reach its earlier brilliance, but become
somewhat brighter.
In measure 136, middle voice somewhat
more prominent:
Measures 151–152, let it
ring, resounding and bright
like four trombones entering one after the other:

Strictly keep the
value of each
note.

In measure 153, the theme finally reaches its former brilliance.
Execute measures 182–184 similar to measures 59–62 (reference for execution).
Note: Compare the “pivotal” measures 8–9 and 193–194, left hand!
Measures 208–210, left hand,
ad libitum (at the discretion of
the performer):
*

*

*
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Six Musical Pieces
Transcribed for Piano
by
Ferruccio Busoni
New and revised edition / Neue durchgesehene Ausgabe
Leipzig: Breitkopf & Härtel
Among the compositions written originally for other instruments,
primarily for the organ, and transcribed for the piano, those by Busoni are
unsurpassed. They rate at the very top; next to them all other “adaptations”
are nothing but mere exercises.
The validity of transcriptions is often challenged; however, taken as a
whole, these “Six Musical Pieces” strongly refute the main objections of their
opponents.
There is a perpetual, animated flow running joyfully and tirelessly
throughout the Fugue in D Major. On the organ this flow tends to become
either sluggish or deteriorate into chattering and disorder. It is the rare
masterful organist who succeeds in avoiding both these distortions.—Some of
the choral preludes have a very gentle line which requires utmost flexibility of
the melodic chain (first and third prelude), some employ a delicate figuration
like precious pearls (fourth prelude), and all of them show so little rigidity and
such a degree of lyrical sophistication that the piano may well take the place
of the majestic organ here.
As regards the chaconne, this is a different matter. Although the pen
guided by this most formidable genius put a “sonata for solo violin” on paper,
the titanic and sublime stream of ideas that flowed from it could not but exceed
the capacity of four weak violin strings. Confident of the vast superiority in the
means of expression of the grand piano over the “solo violin,” Busoni created
a free adaptation of the same high standard—the crowning achievement of all
his transcriptions.
*
*
*
The performance of transcriptions from organ can be approached in two
ways: they can be played “organ-like” or “piano-like”; the best approach is to
combine both ways in a suitable manner.
The organ-like effect can be reproduced on the piano only to a certain
extent, of course; to achieve this, the means at our disposal must be utilized
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deliberately. The following rules may serve as guidelines:
In order to imitate playing with “stops,” each separate sequence should
be performed consistently with a rather specific, fixed touch. Therefore, one
should refrain from constantly changing the tone color (from one note to the
next) as is commonly the practice when applying a piano-like technique: the
performance should be architectonic rather than “picturesque.” One might
think of this as if a stop or a set of stops were pulled in order to create a specific
sound quality for a certain section of the organ piece to be performed. In such
a case, any build-up to a crescendo, any diminuendo in the runs, scales, etc.
should be avoided (although the organ is capable of producing these). There
should be no colorful momentum to accent the lines; one should guard against
anything sentimental, romantically longing, etc. in the execution. All chords
should be played completely unbroken and with constant, equal pressure of all
fingers. Arpeggiating is the ruin of all organ-like sound. All devices of touch
and pedaling must be brought to bear in order to ensure the longest possible
sound duration of the sustained notes, in particular of the bass and pedal point.
However, there are also places where, besides the organ-like architectonic
delivery, the picture-painting, flexible, piano-like manner of playing may
assume its rightful place, where it may be used to advantage—just like a palace
might be decorated with frescoes or delicate paintings.
In such instances, the “vocal” characteristic of the piano, and the phrasing
typical of it, may be applied (in the chorale prelude in F minor, for example).
Some emotion may come to the fore; however, the arpeggio must still be avoided.
Where a chord is too extended for all tones to be struck at once, it may be
reduced as appropriate.
The silent touch of individual keys or chords (in the bass) in order to ensure
a pure and continued duration in the pedal will require careful study. (Keys
that are to be struck silently will be indicated in small print and parentheses.)
Above all, in most cases the change from the key that was actually struck to the
one that is silently touched must occur with extreme speed.

*

*

*

The following six compositions were published together in a new, definitive
version under the title “Six Musical Pieces” (Sechs Tonstücke).
The earlier individual editions should not be used (for the purposes of the
“Studienbuch”).
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However, the beautiful and more comprehensive collection of nine choral
preludes transcribed by Busoni (two books, Breitkopf & Härtel) should be
mentioned here.
For the four choral preludes included below I also use the (slightly different)
text of the “Six Musical Pieces.”
*

*

*

Prelude and Fugue in D Major
Prelude
Measures 1, 2, 4: The ascending scale should tower like a pyramid. Weighty
and forceful; each tone non-legato. In the right hand, I use the second finger to
play the notes of the scale as follows: The “pad” of the second finger is pressed
against the tip (nail) of the thumb. Thus, each note of the scale is attacked with
second finger and thumb simultaneously.
Metronome marking for this part (measure 1 to the fermata in measure
5) approximately:
= 120.
Pedaling for this
and similar passages
like this, of course:

Measure 5 up to the fermata:

The following sixteenth-note figure is to be played in a free, but noticeably
accelerated tempo compared to measures 1–5. One should strive to sustain the
pedal point as long as possible. To accomplish this, a vibrating pedal should be
applied as follows: Engage the pedal for the A (through four measures), but do not
release it afterwards; rather, keep pedal engaged, vibrating lightly with the tip of
the foot. If properly executed, the effect is that the sixteenth-note figure remains
sufficiently clear and the bass is heard simultaneously.
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At the end of measure 7, I strike the A again
as follows:

Measure 12, the two G sharps at the beginning of the third quarter note very
resounding and sonorous—with open pedal—in such a way that the subsequent
tremolo appears submerged in a powerful wave of sound, thus causing the
individual tones of the tremolo to disappear almost completely.—Similar to
measure 7, I strike the low F sharp octave at the end of measure 12 (just before
the beginning of measure 13) one more time (like a grace note to the first
quarter-note beat of measure 13, so to speak).
I play the entire run in
Measure 15:
double octaves. The first
thirty-second note of the
chain — D x — has to be
played with resounding
force and open pedal.
Follow with an effortlessly gliding, smooth ascending scale (muted)—keep
fingers very close to the keys.
From the very beginning,
focus your mind on the chord to be reached (at the start of measure 16). Attack
this chord vigorously once again; then leap down very swiftly to touch the keys
silently as indicated; finally, release the pedal, which was kept open until now,
and engage it once more after a brief pause while the hands are resting on the
silently struck keys.
Players with large and trained hands will likely be able to use the suggested
fingering for the upper notes of the right hand (and for the lower notes of the
left hand, respectively). Other players may want to use a continuous 51 fingering
on right, and 15 on left—this must be executed with the fingers very “close” to
the keys and a light touch with a vibrating wrist.
Measure 17, Alla breve: “sempre mezzo staccato” is misleading; preferable
is non-legato. After the titanic dimensions of the preceding sequence, this part
should have a soothing quality.
3
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measure 18:		
measure 19:
Phrases such 			
or
as these:
and similar ones should be played sweetly,
but devoid of any kind of sentimentality!—
Smaller hands play measure 41, right hand,
as follows:
Likewise measure 43 (left hand in measure 41 like measure 43).—Measure 59,
left hand: for smaller finger spans see the musical example below.
For measures 59–63, apply the pedal as follows:

etc.

I use this distribution for
playing measures 69–70:

In measures 87–88, the
tapping sequence in the middle
part should be distinguishable:
I pedal measures 93–95 as follows:

etc.

Execution of the chord
on the third quarter note of
measure 96:

Measure 97, third
quarter note, right
hand:
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measure 97, first quarter note

Strike the middle (filling-in)
part softly together with the
octave, but release it again
immediately, and then follow
instantly with the pedaled
empty octave. This method may be used to advantage in many instances.
*
*
*
In an old, certified copy of this organ work by Pachelbel (dating from
Bach’s time) I found measures 99–100 with the following variation (G instead of
G sharp) which sounds very beautiful
and quite “Bach-like.” Accordingly,
I play the following:
Softly “filling-in” the
bass octaves may be
achieved in this way:

In measure 103, third quarter 		
note, instead of					

I play
this:

									
From the // mark in measure 104, without both pedals.
Execution and pedaling in measures 105–107 as follows:

very soft

Strike NB.
forcefully

Note: Play the notes that are to be struck silently exactly as indicated.
Use the excellent fingering indicated in the last measure (107).
*

*

*

Fugue
The fugue quite leggiero—non-legato.
In measure 7, the counter subject should be a clear contrast
to the subject throughout as regards sound, at times with a
humorous coloring. Measure 34, second quarter note in the bass:
Measures 20 through 37 with soft pedal, as indicated. Measure 37: it’s getting
brighter again now. Measures 48–49 for smaller hands:
3*
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right hand:

Measure 66 and following: left hand, for shorter finger spans (arpeggiating is
prohibited here—like everywhere else):

In measure 72 and following, I play the right hand thus:

left hand unchanged

No

P e d a l

Measure 89 I play thus:

I do not play the notes in small print in measures 114–117. Measure 119,
rumbling and tumultuous; in the right hand, all sixteenth notes should be
played with thumb supported by second finger. See comment on page 32 for
measures 1, 2, 4.
Measures 121–122,
right hand:
In measure 127 and following, it is important to avoid a retardation or
obvious gap when leaping from the upper range to the low one (and vice
versa).—Gradual intensification through mounting crescendo all the way to
the close. Do not accelerate or retard tempo. In the final measure, a wholly
imperceptible broadening.
*

*

*
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Four Choral Preludes for Organ
1. Sleepers, Wake! The Watch-cry Pealeth /
Wachet auf, ruft uns die Stimme
Measure 11
and others
like it:

Measure 13,
left hand, third
quarter note:

In measures 47–48, the cantus firmus in the octave should be heard sweet
and full in the octaves. The last five measures without ritardando, without
brilliance, in plain pp.
*
*
*
The biggest problem regarding the performance of this prelude concerns
the coloring of the introductory and intervening measures. The softest,
most delicate pianissimo and a certain muffled, ethereal quality should be
manifest in order for the brilliant color of the cantus firmus to be set off all the
more brightly against this faint, timid background. If the introduction and
the intervening passages are played with simplicity and without any swell,
restlessness or even sentimentality, a dynamic level of mf for the cantus firmus
should be sufficient to produce the desired contrast. Keep the dynamic range
of the entire piece within the softest pianissimo and mezzoforte. No forte, no
fortissimo.
*
*
*

2. In Thee is Gladness / In dir ist Freude
Robust, yet in a lively tempo.
Measure 1, left hand, and similar passages: make the persistently recurring
tapping rhythm 			
sound very crisp. Set the powerful half-notes of the cantus firmus massively against it. The entire piece in a
tapping non-legato.
As a relief, I play
measure 28 like this:
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Measure 32, right hand:
Here the accented notes double the cantus firmus in the octave (to be brought
out prominently). —In measures 34–36, make the accentuated notes ( ) stand
^
out strongly.

Measure 54, third half note:

Measure 63, third half note, left hand:
*

*

*

3. I Call to Thee, Lord Jesus Christ / Ich ruf ’ zu dir, Herr!
Maintain a very beautiful, very sweet singing tone throughout.
The upbeat at the
and likewise the fourth
beginning with descending
quarter note in measures
arpeggio:
4, 5, and 15. In the upper
voice a sweet singing
tone; the accompanying parts in faint pp, here and throughout.
Measure 1, second quarter note, for smaller hands: Take the G with the left
hand,
Similarly in measure 5, second
i.e. left hand:
						
				
quarter note.
Measure 3, second
quar ter note, r ight 			
hand, execution either:

or:

Measure 8, third quarter note, I play
like this:
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Measure 10, second quarter
note, right hand, I play:
The più oscuro before measure 19 should sound like muted horns.
Strike the filling-in part A, C softly
Measure 22, second
at the same time, then change pedal;
half note, left hand:
see comment page 35 top.
*

*

*

4. Dear Christians, One and All, Rejoice /
Nun freut euch, lieben Christen [g’mein]
This magnificent technical showpiece owes its charming musical effect to
the ongoing simultaneous combination of three strongly contrasting types of
touch.
1) The movement in sixteenth always leggiero (with pointed fingers
thrown at the keys).
2) The eighth notes in the bass in a dry staccato.
3) The cantus firmus with a full, sustained legato touch, moving between
p and f. The doubling in the octave, which occurs later on, requires
careful attention: these octaves must be well-nourished and healthy.
The dynamic intensification may conceivably be achieved in the following
manner: Cantus firmus—and accordingly in an appropriate gradation
(dynamically) the two other voices—in measures 1–15, piano; measures 16–28,
mezzopiano; measures 32–48, mezzoforte; measures 54–70, forte; and then fortissimo
to the end.
In measure 56, I play both F sharps of the cantus firmus (second half note)
with the left hand. If playing the filling-in notes in small print in measures
72–73 might lead to any kind of slow-down or break in the tempo, these notes
had better be omitted.
Variant for the closing (measures 76–77):

*

*

*
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Chaconne
The transcription of a composition for solo violin will tolerate arpeggiating
from time to time since achieving an organ-like sound effect throughout is not
the goal here. Accordingly, the arrangement will allow arpeggiating chords
requiring a wider reach.
*
*
*
I play the version in small print for measures 102–105 and measure 116.
In measure 138, the appearance of a major key should seem like a gentle
messenger from another, more comforting world.
I play measures 208–212 according to the old (first) edition, as follows:
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For measures 237–245 I play the variant in small print.

Measure 251, 			
Measure 250, 			
third quarter
third quarter note:			
						 note:

Measure 259, third quarter note, and measure
260 without arpeggio and fff:

Measure 262,
second and third
quarter note, I
play as follows:

The chord with very forceful and resounding. In particular, give power
to the accentuated upper and lower voices (>); these two notes are to be
sustained carefully for the entire duration of the trill.
*

*
*
To someone who considers the musical ideas (of the chaconne) in the
abstract, it might seem as if the instrument (the violin) could burst and break
from their gigantic impact. Much of what is expressed here would be a match
even for the huge sound of the organ and the orchestra… In recent times, there
have been efforts to recast this precious material for other instruments as well.
Although this is not objectionable from an aesthetic point of view—Bach himself led
the way with his own transcriptions—it is equally certain that a master hand is
required for a successful performance….
Ph. Spitta, Johann Sebastian Bach, Leipzig 1873, vol. I, page 706.
*

*

*
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BEETHOVEN
Beethoven’s last five sonatas were his most heartfelt, most profound and
most sublime gift to the piano and the world. Unrestrained by mechanical
interpretation and conventional patterns, these five marvelous creations express
with incredible subtlety and sophistication all the torment, all the joy, and the
final resignation of a titanic, magnificent, incomparable human being.
The lovely, “sensitive” Op. 101, the gigantic-heroic Sonata Op. 106, the romantic
E Major (Op. 109), the dramatic A flat Major (Op. 110), and the final one (Op.
111), the drama in two parts—“resistance, submission”—passing into nirvana in
blissful elation.
Together with Johann Sebastian Bach’s great creations, these sonatas
are the noblest, most precious, and holiest gift ever given to the piano. These
matchless treasures are casting their mild light on everything that came before
and that is yet to come.
*
*
*
The sonata Op. 106 is known as the “Hammerclavier Sonata” leading
some people to assume that Beethoven destined this work for an instrument
that was new at that time. However, “Hammerclavier” is nothing but a (soon
to be abandoned) attempt by Beethoven to find a German designation for
the word “pianoforte” which was the commonly used term. Hence, “for the
Hammerclavier” is applicable to all of Beethoven’s piano works.
A witty letter written by Beethoven to Steiner, his publisher in Vienna, may
bear witness to this fact:
“For the attention of the Honorable Lieutenant General von Steiner.
Publicandum
After diligently examining this matter and consulting with our advisers, we
decreed and hereby decree that from now on the German Hammerclavier
instead of pianoforte shall be on the title of our works, effective immediately,
and to be implemented and put in practice by all who might be concerned.
Hammerclavier instead of pianoforte—thus it shall be once and
for all.
			
Issued etc. etc. on January 23, 1817
				by
			The Generalissimo
				
— — m. p.”
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In another letter to Steiner Beethoven added:
“Hammerclavier is certainly a German word; besides, it is a German
invention: Credit where credit is due.”— *
*

*
*
I use the urtext edition, volume III (published by Breitkopf & Härtel,
Leipzig). The comments below refer to this edition.
*

*
*
The edition by Hans von Bülow is an invaluable source of suggestions
and advice.—The edition by Klindworth (published by Bote & Beck, Berlin) is
probably the best and most harmonious “instructive” edition of the Beethoven
sonatas.
*
*
*
“It is very flattering for me that you are using my edition. However,
take my advice and use the Klindworth edition. In it you find everything that
is good in my edition, with all that is superfluous omitted, and all errors
corrected.”
Bülow, quoted in Vianna da Motta, “Nachtrag zu Studien bei H. v.
Bülow / Addendum to Studies by H. v. Bülow,” by Theodor Pfeiffer.
*

*
*
The urtext edition should be the constant source of reference for all
students of these works. This is where one will get the closest impression of
the pure manuscript text. Alongside of it, the edition by Klindworth (and/or
Bülow) should be consulted in all instances where there are questions regarding
the appropriate fingering, comfortable distribution of both hands, and much
more. There is great benefit to be derived from the interpretive insights of such
excellent masters as Bülow and Klindworth. But when studying these immortal
works of art, it is even more important, in my opinion, that the version showing
the original intention of Beethoven himself be firmly established in the mind of the
student—in other words, the urtext.
*

*

*

Sonata in A Major, Op. 101
It is worth mentioning that this is the only one of all Beethoven sonatas
that was performed in public during the Beethoven’s lifetime, in a concert
arranged by Schuppanzigh in February 1817, with the composer also in

———
* It is the consensus today that Bartolomeo Christofori of Florence (1655–1731) is
to be considered the first builder of a Hammerclavier.
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attendance. He had entrusted the performance to an artistically trained
amateur, Stainer von Felsburg, whom he had introduced earlier to the poetryrich work with its first and third movements that are extremely difficult
to perform. The master labeled these two movements “Träumerische
Empfindungen / dreamy sentiments.” Their performance requires free
movement.
		
Anton Schindler, Beethoven Biography, Münster 1860.

*

*

*

Etwas lebhaft, und mit der innigsten Empfindung
Somewhat lively and with deepest feeling
Allegretto, ma non troppo
Pedaling in measure 29
and the following:

Pedaling to be continued in this manner up to measure 33:
well sustained

Measures 81–87: Pedaling same as in measure 29 and the following, in
other words, always engage the pedal on the “good beat” (on the first and third
eighth note).—Measures 90, 91: The E in the bass must be well sustained and
resonate audibly.
Measures 101–102,
I play thus:

ver y little crescendo, but
getting broader

*
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Lebhaft. Marschmäßig.
Lively. Like a march.
Vivace alla marcia.
This is certainly not a march and should not be treated as such.—
Rhythmically tense and resolute at the beginning.
Upon becoming aware of the sophisticated rhythmic patterns, one will no
longer think of a march.
There are three rhythms in the main part of the second movement. They
should be recognized and kept strictly separate:
1) The iambic rhythm:				

for example,

right at the beginning of the vivace, in the left hand.
2) The trochaic rhythm: 			

for example,

in measure 4, third and fourth quarter note in the right hand.
3) The combined rhythms,		
The diiamb:				
The amphibrach:			

for example, measure 20.

for example, measure 29.
trochaic

iambic

In places such
as this:
and in many other places, the execution demands exceptional sensitivity and
rhythmic sophistication.
*
*
*
upper line loud

Measure 1, I pedal like this:

In measure 31, immediately after the D flat in the bass (first quarter note),
engage the pedal and keep it engaged until shortly after striking the bass octave
(D flat) in measure 34. The rhythms in the left hand in measures 31–33 must be
played quite veiled in pp (soft pedal). The rhythms in the right hand should be
45

131

132

somewhat brighter. However, the veil of sound created by the pedal (resonating
D flat in the bass) must not be torn apart.
I play measure 40,
third and fourth quarter
note, in the following
distribution:

I do not repeat the
the second part of
the main section
(measures 13–56).

The “trio” section which follows must not be rattled off like a tedious
conventional canon. The imitations should not be stressed. A calm, peaceful
mood should prevail.
For the interpretation, I take the following approach: From measure 1 (of
the trio) to measure 10, I play the figuration of the right hand in a melodious,
uninterrupted flow. The accompaniment in left hand is discreet and unobtrusive.
For measures 11 to 15, I reverse the roles. Here the left hand is leading in a
singing style, with the right hand softly accompanying. From measure 16 to the
long trill, the right hand once again leads, with the left hand following veiled.
With this execution, the harmonic clashes occurring here will not be felt as
“harsh.” In measures 22–29, the left hand leads once more in a singing style,
and at measure 30 the right hand takes over the lead. And there is no trite
repetition of the imitations.
Measure 37 of the trio and measure 37 of the main section constitute a
pivotal point: identical measures, but leading into a different continuing passage.
To “make sure of ” the critical point, different fingering should be used: measure
37 (main section) last sixteenth note, right hand, with the fourth finger; in the
trio, last sixteenth note, right hand, with the fifth finger.—At measure 40 (of the
trio) take a good breath at the sixteenth rest (lots of “air”), before starting the
repeat of the main section.
*
*
*

Langsam und sehnsuchtsvoll
Slow and with yearning
Adagio, ma non troppo, con affetto

At measure 9, left hand, a grand, sustained melody is beginning in the bass.
This part should be traced all the way through, and declaimed and intensified
cohesively, with all other parts somewhat receding. At the first sixteenth note in
measure 14, this part reaches its climax and comes to an end. At the same time
(starting with the 2 G, from measure 13 to 14) the melodious part, which is now
beginning in the right hand, is to be continued with momentum and fervor up
to the fermata
in measure 20.
*
*
*
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Geschwind, doch nicht zu sehr und mit Entschlossenheit
Fast, but not excessively so, and with determination
Allegro
In measures 5 and 7, the sixteenth notes of the main theme are often
shortened; this is an unacceptable distortion.
Measure 21 and the
following, right hand:
Trace this melody further and do not drop it and go on with the imitation
(measures 23, 24, middle part)!
Measures 37–52 (and 225–242), perform the melody detached from the
accompanying parts, exuberant,
and, likewise, the parallel
and full of emotion. Measure
passage in measure 242.
52, right hand, of course:
In measures 53–54, the correct declamation is important. Measure 53 very
light, as an up-beat; the clearly accented down-beat does not come until the
F sharp in measure 54. Measures 55–56, swell (
) with climax on
the E (measure 56). In measure 94, very slow arpeggio; soft pedal (2nd pedal),
and hesitating, halting execution.
*
*
*
In this sonata, I follow the Klindworth edition for the execution of the
ornaments, for much of the fingering and distribution, but not for all changes
in the text.
Therefore, all trills without appoggiaturas, although an ending turn is
indicated.
*
*
*
In measure 119, I play the first quarter note in this
distribution:
The entry of the theme in the middle voice (measure 141), and the entire
passage somewhat robust. At the fourth eighth note (measure 145), suddenly
very gentle and alluring.
Measure 155 and the following:
etc.

veiled
like an echo

veiled
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In measure 167, the eighth note A (right hand) is to be played detached,
crisp and loud; likewise the eighth note C in measure 171 (right hand). I
consider it a mistake to emphasize a supposed hidden “double augmentation
of the theme in the bass” that is indicated by Bülow for measures 196–200. In
measures 213–216, all voices should be carefully and characteristically pointed.
Pay special attention to the melodious execution of the lowest part (theme).
I play measures 221–224 in the following distribution:

For measures 243–246, see comment at measures 53–56. In measure 285,
first a small crescendo, and
then, after a small breathing
pause, the sustained chord
(measure 286) to be played
very tenderly—like a surprise.
I play measures 317–320 in
this distribution:
I play the chain of trills in measures 320–331 continuously (no gap at the
end of measure 329). In measures 323, 327, 329, and 331, the half-notes in the
bass (E) should be struck like bells, resonating and potent. After the retard in
measures 328–331, the pace slows to a standstill altogether; a breathing pause
(after the last sixteenth note in measure 331), followed by the seven crashing ff
chords.
*
*
*

Sonata in B Flat Major, Op. 106

“…The sonata was written under difficult circumstances. It is hard to
have to write practically for the sake of bread; that’s where things stand
with me.”		
Beethoven, letter to F. Ries, April 19, 1819
“… We mortals with the immortal spirit are born only to joy and
suffering; one could almost say that the most excellent among us come to
joy through suffering.
Vienna, October 19, 1815”
			
Beethoven, letter to Countess Marie Erdödy

*
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While Beethoven worked on this sonata, he was also occupied with the draft
of the first movement of the Ninth Symphony.
*

*

*

Upon handing the work to his publisher Artaria, Beethoven remarked,
“Here you have a sonata that will be a challenge to pianists and that will not be
performed until 50 years from now.” Those words were prophetic. The sonata
was actually performed in public by Mortier de Fontaine in 1843 and 1853. He
made history by mastering the titanic work.
*

*

*

The metronome marks in this sonata indicated by Beethoven are no longer
applicable to modern pianos and the modern technique of piano playing. In
Beethoven’s time, the tone produced on the instrument had a shorter duration
(and the instrument responded to a much lighter touch); therefore, everything
could be played much faster. The modern grand pianos can be expected to
carry the sound further and sustain it longer. The concepts of broadness and
speed, of grandeur and delicate fluency have shifted considerably. In the
interpretation of today, it is important that we do justice to these concepts rather
than the application of a dead, traditional metronome formula.
*

*

*

Regarding the execution of variants, fingering and distribution, execution
of trills, embellishments etc., I follow the Klindworth edition for the most part.
Let me once again point out this excellent resource.
*

*

*

Allegro
Bülow indicated = 112 for the first movement; however, I take measures
1–16 (and, correspondingly, measures 233–254) as a free, fantasizing introduction much broader than that, at about = 88. I do not begin the actual regular
main tempo until measure 17 (or 255, respectively) and, like Bülow, I take it at
about = 112.
Distribution, measure 1:		

4
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In measures 5–8, phrase the beautiful middle part all the way through:
In measures 5–8,
phrase the beautiful middle part all
Measures
15–16 should become broader in tone and tempo.
the way
through:
Measure
17,
And now storm
Measures 15–16 should become broader in
the
bass
octave
			
And
now
storm
forward,
a
tempo
( a=tempo
112).
tone and tempo. Measure 17, the bass octave 			 forward,
lower:
( = 112).
lower:
Measures 32–34 with very little ritardando. In measure
34, on the seventh eighth note a long breathing pause; release
pedal, wait. Measure 35, first quarter note, distribution like
in measure 1. Measure 37, first quarter note, distribution:
In measures 54–58 (and a parallel
Measure 58,
passage later on), crossing the
second half, dishands should be done as indicated
tribution:
by Beethoven, if possible; there are
certain tone qualities tied to these
settings that would be lost with a more comfortable distribution.
Measure 72, fourth quarter note in
Measure 69, first and
left hand, and measure 73, fourth
second quarter note, left
quarter note in left hand, appear to
hand, I play like this:
be misprints: measure 72 should be D (not D sharp), measure 73 should be C
Measures 75–76:
(not C sharp). I continue with
the “sensitive fingering à la
Chopin” as indicated by
Bülow:
Measures 91–94 (measures 329–332), the right hand with doubled octaves
(like Bülow, Klindworth). I do not repeat the first part (measures 1–119).
In measure 153, fourth quarter
In measures
note, the B flat in the middle voice
132–133, disas the (eighth) eighth note, as shown
tribution like
in Bülow. In measure 164, I add C
in Bülow:
to the first quarter note, right hand:
For measure 178, right hand, Bülow presumes
the following (see Vianna da
Motta, “Addendum”) which
I find very plausible:
—In measure 220 and the following, the distribution for the hands indicated by
Bülow (and also accepted by Klindworth) is a most fortunate idea.
Bülow himself admitted that he was in error when he insisted on the A sharp
in measure 230 and the following ones:
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“A friend of mine discovered a rather faded natural before the A sharp in
the original. When I put together my Beethoven edition, I was not aware
of that; I believed to have found analogous places in other works of the
master and opted for A sharp. But from now on, I ask you to play A instead.”
			
Vianna da Motta, Addendum to Pfeiffer’s Bülow Studies
Consequently, this passage should be:
Measure 230

Measure 232

Regarding measure 232, last eighth note: the bass octave should be
one octave lower; continue the bass in octaves in measures 233–236 (up
to p in measure 236), as is also indicated by Bülow. The bass in measure 241 and
the following should be well sustained and full-sounding. Measure 245, second
eighth note is, of course, A (not A flat). This eighth note, as well as the second
eighth note of the next measure, should be taken
with the left hand, as suggested by Bülow.—For
distribution in measure 273, refer to measure 1.
Measure 292, second half, distribution:

Measure
304 thus:		

Measure 327, right hand, I play in
analogy to the parallel passage (measure
89):
Measure 237

Measure 329,
left hand, of
course:				
like Bülow and Klindworth.
In measures 338–343, the secondary theme in the lower part should be
“sung” without interruptions, with the higher doubled octaves following
along as a soft accompaniment. From measure 344 on, the vocal power is
once again in the upper part. In measure 350, I play the first quarter note in
the right hand one octave higher—like Bülow,
Klindworth. The characteristic ending, measure
393 and the following ones:
Performance distinctly articulated; the half-note quite full-sounding. The close
without any hesitation.
*
*
*
4*
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Scherzo
As regards numbering the measures (for the comments below), I do not
include the upbeats in the count.
*

*
*
Here, also, Bülow is suggesting a modification of the tempo indicated by
Beethoven ( = 80). For “general use” Bülow’s suggestion of = 66 is probably
appropriate in the interest of clarity and precision; a virtuoso, however, should
be expected to master = 80 as well.
*

*
*
As far as the change of fingers on the repeating notes of the Scherzo is
concerned, I disagree with Bülow’s and Klindworth’s fingering. A lot of time is
lost by changing fingers on the same key. In fast movements, in particular, the
“double escapement” mechanism of the modern piano should be utilized to
the fullest in repetitions: therefore, after sounding the first note of a repetitive
passage, release the key only halfway and catch it again (on its way up)—with the
same finger—for another sounding.
*

*
*
All difficult, complicated problems of technique are risky undertakings if a
clear and correct concept of the process is not firmly established in the mind.
For instance, Busoni made me aware of the following:
(in other words as two
If these two figures
separate groups α, β) the
are kept sharply separated
repetition will generally
in the mind, thus:
be successful;
whereas, if the repetitive
figure itself is kept in mind
thus:

(in other words, as one group), the
result will tend to be unsatisfactory.
*

*
*
There is a canon hidden in the “trio.” This is good to know. But it is quite
trite and unattractive to make the canon stand out pedantically. This middle
part has to flit past in a pale light, eerily like a fleeting phantom.
*

*

*

52

145

146

In measure 111, I play the entire scale-run
with the right hand and conclude thus:

Upbeat and measure 112 should, of course, follow the urtext edition
meticulously. It is incomprehensible that Bülow and Klindworth—two masters
with such a high degree of sophistication and sensitivity to stylistic purity—
could be misled here into such tasteless divesting of the mysteriously suggestive
tremolo.
*
*
*

Adagio sostenuto
“Dear Ries, Here are the tempi of the sonata.
1st section: Allegro, only allegro, the assai should be dropped.
Maelzel’s Metronome
= 138.
2nd section: Scherzoso. M. Metronome = 80 [corr.
= 80]
3rd section: M. Metronome
= 92.
Take note that the first measure has to be added here, as follows:
					1st measure

4th section: Introduzione largo. Maelzel’s Metronome
5th section: 3/4 time.

= 76.

and last Maelzel’s Metronome
= 144.
Pardon the confusion; if you knew my situation, you would not be
surprised at this; rather, you would be surprised at what I am still
accomplishing under the circumstances...”
Beethoven, letter to F. Ries in London, Vienna, April 16, 1819.

*

*

*
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And Ries himself reports in “Biographische Notizen über L. van Beethoven
von Wegeler und Ries / Biographical Notes on L. van Beethoven by Wegeler
and Ries,” reprinted edition with additions and annotations by Dr. A. Ch.
Kalischer (Schuster & Loeffler, Berlin and Leipzig 1906), on page 127 and the
following.:
“An artistically unusual event occurred with one of his last solo sonatas
(B Major with the great fugue, Opus 106), which comes to 41 pages in
print. Beethoven had sent it to me to be sold in London, and intended to
have it published there at the same time as in Germany. When the printed
version was completed and I was awaiting instructions on the precise day
of publication, I did receive the letter, but with this unusual instruction:
‘Add the following two notes as the first measure to the beginning of the adagio (pages
9 and 10 in the printed version).’
I have to admit that my first thought was, ‘Is something affecting the
mind of my dear old teacher?’—a rumor to that effect had been going
around. Sending two additional notes to be added to such a great, wellwrought composition that had been completed six month earlier!! But
imagine my astonishment at the effect of these two notes. There could
not have been two more effective, meaningful notes that might have been
added to an already completed piece, not even if one had intended to do
so from the very beginning of its composition. I advise all music lovers to
try playing the beginning of the adagio first without, and then with these two
notes of the recently added first measure. I have no doubt that they will
share my opinion.”
*
*
*
My metronome marking is = 80 (–88). In order
to achieve the legato, I play measure 58 in this distribution:
In measure 68, the left hand in octaves throughout (as indicated in Bülow)
with a gradual swell from pp to mp. In measure 115, the trill
in the right hand without ending turn; however, in measure
118 with ending turn, as indicated by Beethoven. In
measure 127, fourth and fifth eighth notes, I tie the C sharp:
In measure
In measures 144
129, first sixand 145, the ties
teenth note, left
in the two upper
hand, I also strike
voices:
the lower C sharp
softly resonating:
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as indicated by Bülow and Klindworth. For
measure 145, fourth eighth note, refer to the
and
nuanced distribution in the Klindworth edition.
In measure 152, the last eighth note should be
C sharp instead of A sharp, as shown by Bülow and Klindworth.
Measure 157, left hand,
Do not arpeggiate at all in measures
see Bülow:		
184–186.
*

*

*

Largo

In measure 1, count out the sixteenth notes and start on beat 5.
*
*
*

Allegro risoluto (Fuga)

“The grapes are hanging very high…”
						Schindler, Beethoven Biography
*
*
*
Metronome = 152 ( = 138 for the calmer passages).

*
*
*
The fugue should be played impressionistically, like a bizarre, restlessly
passionate, headstrong chase. In-between there are lovely “oases”: the G flat
episode (measures 75–83), the A flat episode (measures 120–129), the D major
episode (measures 240–268) and the melancholy, anguished B minor episode
(canon canrizans, measures 142–168).
An attempt to play the fugue “musically”—that is, an attempt to “reveal”
its artful ingenuities—is a hopeless and fruitless undertaking. The performance
should paint impressionistically, not build architectonically; try to paint a picture
without lecturing academically.
*
*
*
The information about variants, distribution, fingering, and corrections
etc. contained in the valuable Bülow and Klindworth editions is absolutely
indispensable, especially as regards this fugue. The very informative, interesting
analysis of this fugue by Busoni (Appendix III in the Busoni edition of the
“Well-Tempered Clavier”) also deserves mention here.
*
*
*
The “Rutsch-Fingersatz” [sliding fingering] with a finger sliding from the
black to the white key can be utilized to advantage a number of times in this
fugue.
For instance, I play measures 7–16 as follows:
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I play measures 49–50
thus:
Measures 101-103, execution:

In measure 113, I play the second quarter note (E) with the left hand.
					
Measure 130:
								

And likewise, in
measure 131.

In measure 139, first sixteenth note (F sharp) to be struck vigorously.
In measure 141, a strongly
In measure 140,
“detached,” vigorous accent
I follow Klindworth’s
on the low F sharp in left hand.
fingering:
And, as a response, the accent on the second quarter note of the right hand (B).
In measure 182, the
Measures 171–174,
last sixteenth note in
the hidden melody to
right hand should
sing out quasi espressivo:
read G (not G sharp).
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Measure 202,
second quarter note,
left hand, vigorously:		

(see Vianna da Motta, “Addendum”). Measure 237, left hand, I
play thus:
Measure 252 should follow the urtext edition.
As shown in Klindworth, in
measure 296, first sixteenth
note, left, should be F (instead
of E). Measure 336:

Measure
337:

etc. For measu res 3 3 8
through 339,
left hand, the urtext should be followed.
My distribution for measure 347:
Measure 349, execution of the trill:
						
						

Measure 358,
distribution:

In measures 362–370,
the auxiliary notes of
the trill as indicated
by Bülow. Measure
379, execution:
All subsequent trills should follow this execution.—I play the last two chords in
the left hand (measures 388–389) one octave lower.
*

*
*
Schindler reports that Beethoven, after his return in late fall of 1821
from his summer quarters in Mödling (near Vienna) where he had been busy
collecting ideas as was his usual custom, sat down at his desk and wrote down
the three sonatas Op. 109, 110, and 111 “in one stroke of the pen.” He was quoting
Beethoven’s own words from a letter to Count Brunswick in which he sought to
alleviate his friend’s concern regarding his mental state.
*

*

*
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Sonata in E Major, Op. 109
Beethoven dedicated this sonata to his “dear little friend” and sent it to her
with the following letter:
“To Maximiliana von Brentano—
A dedication!!——Well, it is not one of the kinds that are misused in
great numbers. It is the spirit that holds nobler and better people on this
earth together, and it cannot be destroyed by time; it is this spirit that speaks
to you now, showing you to me in your childhood years, and also your dear
parents—your excellent, spirited mother and your father, who possesses so
many truly good and noble qualities and who is always mindful of the wellbeing of his children. And thus, I am currently in the Landstraße—and
I see you before me, and when I think of the excellent qualities of your
parents, I have no doubt that you have been encouraged to follow their
noble example and that you will continue to do so daily.—The memory
of such a noble family cannot ever be destroyed in me. Please think of me
kindly now and then.——
I bid you a heartfelt farewell. May heaven forever bless you and your
family.					Sincerely, and forever
Vienna, December 6, 1821		
your friend,
				
Beethoven
*
*
*

Vivace, ma non troppo

I play measure 1
of the adagio in this
distribution:		

and also at its later return
(page 99, staff 3, measure
1).

Continue in “tempo I.” In
the urtext edition, page 98, last
staff, measure 4 and the following, the middle voice in the right
hand should be clearly brought out:
On page 99, staff 1,
measure 3, there
appears to be a
misprint. The
second quarter
note should read:
*

*

I play the first quarter note in the left
hand in measure
3, staff 2, on page
99 as follows:
On page 100, staff 2, measure 1, the
thirty-second quintuplet interferes with
the meaning, in any case. Klindworth
gives the correct picture.
*
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Prestissimo
In keeping with the “prestissimo” indication and the restlessly nervous
manner of this movement, the metronome given, = 100, appears appropriate
(rather than = 84–88, as given by Bülow).
In measure 20, first quarter note, the D sharp needs to be stressed as a “strong
beat.”
*
*
*
Measure 51 and the following:

		

“Everything rushes on, as if delusional, in winged, incomprehensible
speech, seemingly endless, breathtaking; interspersed are accents in an
anxiously exaggerated pitch, soft, halting, suggesting ‘help me, help me!’…
And then terrified running, and also reminiscences of hymns…”
			
A. B. Marx, Beethoven, part 2, page 412

*

*
*
In measures 68–69, the bass continuing in octaves. The line beginning in
measure 70 should be followed through to its end; do not drop it to continue
with the imitation. In measures 80–81, the version in tenths (Bülow) is for
those who can execute it without arpeggiating. In measures 112–119, make
the bass part which emerges as a melody in the right hand stand out somewhat
dramatically. In measures 161–162, continue the left hand in octaves up to and
including the first eighth note of measure 162.
Strictly in time all the way to the end.
*

*

*

Andante molto cantabile ed espressivo
Gesangvoll, mit innigster Empfindung
Melodiously and with deepest feeling
Observe the wonderful, sweeping bass figure in the first part of the theme.
Variation I, measure 7, for the third quarter note in the
right hand I follow Klindworth:
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In measure 15, observe Bülow’s
instruction for the right hand to
declaim in trochaic (
) rather than
iambic rhythm (
):
*

*
*
Variation II: a “double variation,” two variations telescoped into one.
One is playfully light and flowing, the other is somewhat more solemn and
melodious. Measure 25 a bit emotional, restrained; continue to trace the part
(in the middle voice). The two trills in measure 28 without appoggiatura.
Variation III: = 76.
In measure 16, do not tie the
Variation IV:
last sixteenth note in the right
I play measure 6
hand (E) to the first sixteenth
as indicated by
note of measure 17, as KlindKlindworth:
worth indicates. In measure 19, a crescendo in the first two quarter notes
pp
f, followed by a sudden pp starting on the third quarter note.
Variation V: I follow Klindworth’s version for measures 6–7; for measure
12, I follow the version by Bülow (and Klindworth).
Variation VI: the execution of the trill as
indicated by Bülow and Klindworth. Measure
24, ending turn of the trill as indicated by
Fingering!:
Bülow:
In measures 32–35, the E in the bass should dominate the entire segment (hold
down pedal). Measure 35 abruptly terminates the gently dripping motion
on the second eighth note. So very Beethoven-like! How could Liszt, Bülow,
Klindworth possibly “amend” here??!!
*

*

*

Sonata in A Flat Major, Op. 110
Moderato cantabile molto espressivo
In measures 12–18, take note of the staccato marks at each eighth-note.
In these places the thumb or fifth finger of the right hand should always be
used, with a gentle, yet rhythmically resolute touch. Measure 25 is preceded
by a crescendo pp
f which reaches its climax on the first quarter note of
measure 25; the second quarter note p, followed by a great swell up to s f
(measure 27), and then a smooth glide from this height down to G (measure 28).
In measures 31–33 (and parallel passage measures 90–92) count very precisely
(first in sixteenth notes) and keep strict time.
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In measure 35 (and/or
measure 94), right hand, I
follow the Bülow version. Measures 35–36, left
hand, like Klindworth:

In measure 55, I play the trill
without ending turn and with
a minute breathing pause at the
end of the measure (and of
the trill), as also indicated by
Bülow.

Measure 73, left hand, to
be played very softly:

In measure 100, I follow the Klindworth edition in which the half-notes in the
right hand are set lower. Count carefully and do not rush in measures 100–104.
Follow the urtext for measures 109–110.
*

*

*

Allegro molto
In measures 1–5, take note of the phrase marks: measures 1–2 are one group.
Measures
5–6:

Measure 14, first
quarter note, right
strong, hand, the third
weak,
accented with a strong attack:
unaccented
Measure 41 and the following, middle part (“trio”); refer to Bülow edition for
fingering in right hand.
*
*
*

Adagio, ma non troppo

Measure 4, my distribution:
			

breathing pause
Measure 7, meno adagio:
*

*

*
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Fuga
I play measure 85
as follows:

rapid arpeggio

*

*

*

L’istesso tempo di Arioso
I play measure 13, first quarter note in left hand, as Klindworth indicates in
the variant in small print.
*

*

*

L’istesso tempo della Fuga
In measures 18–26, the augmentation of the theme should sing out
unperturbed over the rhythmically complicated movements of the other
voices, towering over them. These final measures (measures 74–78) should be
performed without the slightest change in tempo.
*

*

*

Sonata in C Minor, Op. 111
“The poetry of the sonata in its dualism of the two-movement form
represents the dualism of the world:
Resistance—Submission.”
W. von Lenz
						
*
*
*

Maestoso
All trills in the first movement of the sonata without appoggiatura and with
strong accentuation of the first note.
I distribute the leap
at the beginning thus:

and similarly, the leap at the
beginning of measures 3 and 5.
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Measures 2, first eighth note, take the G in the upper system with the left hand;
likewise in measure 4, first eighth note.

Measure 11, 						and likewise in
distribution:						measure 13.

*

*

*

Allegro con brio ed appassionato
In measure 2, I omit the second sixteenth
note (A flat) in the right hand (like Klindworth).
Measures 3–4, right hand, fingering:
In measure 12, linger briefly with some emphasis on
the fourth sixteenth note (A flat). Measure 13, first quarter
note, distribution:
Measure 48 and the following: the crisp, rhythmic articulation here is very difficult. Measures 65–66:
This passage is characteristic and
needs to be brought out crisply.
Note the increase in the scale-steps of the intervals—like jaws that open wider
and wider—in measure 71 (left hand, first quarter note, between second and
third sixteenth note) a second step, in measure 72 a fourth step, in measure 73 a
fifth step, in measure 74 an octave step, in measure 75 a ninth step and immediately
following (between the tenth and eleventh sixteenth note) a tenth step.
Measure 78, the sixteenth notes also in
octaves, as indicated by Bülow and Klindworth,
as well. Measure 85, last sixteenth note in right
hand accentuated, followed in measure 86 by
the first sixteenth note in left hand with a
stronger accent:
Measure 94–98, not too heavy in hand
and arm; flick fingers up very rapidly. Measure 98 can also be taken with the right hand:
In measure 100, I play (following Bülow, Klindworth) for second half-note, right hand: E flat.
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In measure 104, first quarter
note: One may take the B either
with the right or the left hand,
as long as this characteristic
dissonance is brought out well.
Measures 126–127, fingering:
Measure 131, on the first
quarter note on right:

in analogy to the first quarter note
of measure 53.
*

*

*

Arietta
For measure 4, left hand, I follow Klindworth, with the second eighth note
tied to the third. Measure 31, left hand,
ties like in Bülow and Klindworth. In
measure 36, there should be a repeat
sign after the sixth sixteenth note, of
course:
Note: Consider Bülow’s remark regarding the 6/16 time signature (measure 36)!
In measures 46–47, the two middle
parts very soft and with this articulation:
In measure 55, distribution of the second eighth note
thus:
and in analogy
to this, in measure 56, second
eighth note:

In measure 63, the last sixty-fourth note in
the left hand very full-sounding. In measure 72,
the seventh and following sixteenth note:
the C tied (see Bülow, Klindworth).
From pp in measure 80 to pp in measure 88, second (soft) pedal and most liberally
applied right pedal. Likewise from pp in measure 97 up to measure 109.
I execute all trills as indicated in Klindworth, with the exception of measures
120–123, where I play:
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The middle trill in extreme pp. Measure 155, I play thus:
In measure 169, each group of four trill notes in the right hand is set against
a group of three in the left hand.

*

5

Ga l s to n, S tudi enbuch.

*

*
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CHOPIN
Chopin’s preludes are branches bearing the most delicate flowers of musical
poetry. There are no works in the realm of keyboard music that are more aptly
called lyrical.
*

*

*

12 Preludes
As there is no urtext edition of Chopin’s preludes available, the excellent
edition by Mikuli (published by Kistner, Leipzig) may be used. The author’s
comments below refer to this edition.
*

*

*

Prelude Op. 28, No. 1
This is usually played as if it were
written like this:

For a number of reasons, this is wrong. But the worst of it all is that this
incorrect execution leads to a dynamic coloring by generating crescendos for
each measure, thus:
whereas the exact opposite should be
happening, thus:
and this is the core:
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x Otherwise what was noted (polyrhythmic) in regard to the f-minor etude
(Trois nouvelles études No 1) holds here.
[Galston’s notation on interleaved sheet opposite page 67—Ed.]
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Toward the end, in measure 29, the three C’s should be
brought out rather sonorously:

Supported by the pedals, these three C’s should dominate the three measures
following.
*
*
*

Prelude Op. 45
To be performed in the manner of a free fantasy, as if improvised.
In measure 80, the cadenza is to be played non-legato, as dust before the
wind; the second half should have an agitato character and race off vigorously
(without diminuendo) toward the six-four chord of C sharp minor.
In measure 85, the A is like a surprise; fresh pedal. After the octave A
(measure 86) apply new pedal.
*
*
*

Prelude Op. 28, No. 7
In all editions, the pedal markings are incorrect. The passing note of the
first quarter note in measures 1, 3, 5 etc. must not blend with the subsequent
notes. Therefore, pedaling as follows:		
							etc., throughout the entire
							prelude.
Likewise in measure 13,
Measure 3, the C sharp tied:			
							
the B tied.
Apply new pedal immediately following the last chord (measure 16).
*
*
*

Prelude Op. 28, No. 8

The “rhythmic pattern” sets four notes in the right hand (the first four
thirty-second notes) against three notes in the left hand. Therefore, always
sound the eighth note in the left hand together with the fifth thirty-second note in
the right hand.
The fingers of the right hand have to be able to feel the ivory throughout the
entire prelude; in other words, they must be practically glued to the keys.
5*
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This extreme way of playing first requires, as a preparation (as is almost always
the case in such instances), the execution and thorough performance of the other
extreme: practicing with fingers thrown high, playing forcefully (slowly). Wrist
very flexible and loose. Rigidity of any kind will cause immediate, severe tiring.
As usual, in the editions the pedal is indicated “summarily” from the
beginning to the end of each measure. The correct approach is, however, that
in instances where the pedal can be engaged throughout an entire measure, it
should not be changed until immediately after the first beat of the next measure
has been struck. At the end, in particular, the pedal:
		

In measure 34, slow arpeggio; soft, long appoggiatura.
*

*

*

Prelude Op. 28, No. 13
The upper voice of the chords in the right hand very melodious. The left
hand by no means sentimental and obtrusive.
Execution of measure 7—as always in similar instances with Chopin:
the first note (F sharp) to be sounded together
with the first bass note in left hand (G sharp).
Lento, to be performed tenderly. Più lento (measures 21–28), to be performed
exuberantly. In measure 32, the first chord
should read:
As regards measure 30, second chord in the right hand; also measure 33,
first chord; measure 34, second chord; measure 35, first chord—these chords
can only be performed with a very sophisticated arpeggio, as follows: arpeggiate
from the bottom up, gradually getting louder; the penultimate (third) note
carries and sustains the voice with the last note
fading somewhat into the background again.
Measure 30, for example, approximately like this:
Measure 37 at a much slower pace.
*

*

*
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x Pre-parallel study (transposition through several keys) to the final of the
b-minor sonata!
[Galston’s notation on interleaved sheet opposite page 69—Ed.]
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Prelude Op. 28, No. 14
The crescendo and decrescendo is to be accomplished with the pedals.
Start “pesante” (“heavily”)—mf.
In measure 12, slightly emphasize the variant, thus:
In measure 14, sharp accents (on D flat, E double flat, E flat, F flat, F ) and a rapidly
rising crescendo to fff; after the twelfth eighth note (F ) suddenly a momentary
breathing pause; then fade back rapidly into nothingness. All this is to be
executed while keeping strict time (no ritardando in measures 17–19).
*

*

*

Prelude Op. 28, No. 12
Do not move the fingers of the right hand off the keys. The repetition
action on modern pianos (“double escapement”) is of great advantage where
great speed is called for. This mechanism permits repeated striking of a key
with a minimum of movement, i.e. expenditure of force. It is not necessary
to wait for a key to return fully to its rest position. As the key is about to return
to its full rest position, it can be “caught” and sounded anew. It is a matter for
the sensitive pianist to recognize and determine the (quite variable) minimum
of necessary upward motion of the keys on a particular piano. Changing fingers on
one and the same key interferes, therefore, with the utilization of the repetition
action in most cases. (For an exception, refer to Chopin’s etude op. 10, no. 7, for
instance.)
*

*

*

Some fingerings, measures 1–4:
		

Measures 53–54:			
Measures 57–58:
		
										

Measures 61–62,
						
left hand:
*
*
*

etc.

etc.
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Rhythmic variant: To be played with the accentuation below and in 2/4
time:
		
etc., or:				
etc.
				
In other words, four measures each (at three beats per measure) of the prelude
should be made into six measures each (at two beats per measure).
*

*

*

The following three passages constitute the basis for the pivotal point of the
work and should be practiced concurrently—comparing them to each other: (1)
measures 1 to 3, second quarter note, (2) measures 9 to 11, second quarter note,
and (3) measures 49 to 51, second quarter note.
*

*

*

I play the bass (measures 69–71), and also the closing measures (75–81)
as indicated by Mikuli. Measures 78–79 are missing in some editions, for no
apparent reason.
*

*

*

Prelude Op. 28, No. 17

I play measure 50—in analogy to
measure 46—thus:

The F sharp in the upper part— in measure 53, fourth eighth note—cannot
be audibly sustained over the duration of nine eighth notes, considering the
force of the middle parts and the bass, both in crescendo. To be sure, one of the
middle parts is constantly repeating the F sharp one octave lower. Nevertheless,
I would like to suggest sounding the F sharp in the melody once more, softly, yet
audibly, on the fourth eighth note of measure 54.
In measures 65–88, the eleven fz bass notes (A flat ) full-sounding like bells,
but not at all piercing. The following pedaling may aid in creating this effect:
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Combine this study material with the issues related to the étude Op 10
No 2 in A minor. Technical relationship. x x x
[Galston’s notation on interleaved sheet opposite page 70—Ed.]
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Use the characteristic technical runs (e.g. measures 1–2, 29–32, etc.) for
extended fingering practice through all 12 keys: For the development and
establishment of the 6th pianistic sense of distance (in tension and leap).
xxx
[Galston’s notation on interleaved sheet opposite page 71—Ed.]
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etc.

left pedal

(soft pedal/una corda)

*

*

*

Prelude Op. 28, No. 19
The triplets must not appear as separate groups (three to each measure),
and no “melody” should be brought out; played correctly, evenly, and well
pedaled, all the musical beauty and the poetry of the vignette will emerge on its
own. As regards accurate striking of keys during wide leaps, please refer to the
comments for etude op. 25, no. 1 (below).

In measures 8 and 40, I play in the left hand:

Measure 48, I play thus:

The highest notes—in measure 65, second quarter note (B flat), in measure
66 (A, A flat), in measure 67 (G), in measure 68 (F sharp, G ), and in measure 69
(E flat )—belong together as a phrase and should be sounded out somewhat
isolated.
*
*
*

Prelude Op. 28, No. 20
Not too slow, approximately metronome = 60. Measures 9–12 uniformly
in ppp, no crescendo, no ritardando. The funeral procession has moved around
the corner and farther away. The chord in measure 13 brighter; p, with more
“brass” mixed in.
*
*
*
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Strangely enough, almost all players (frequently even those in public
performances) misread an E flat instead of E for the fourth quarter note in the
third measure (take note of the natural at the second quarter note).
*

*

*

Prelude Op. 28, No. 23

						

measure 2, second quarter note

A beautiful landscape. Graceful, tranquil.
This needs to be played really “moderato,”
approximately metronome = 92. All trills
very round and mellow, in this distribution:
		

I play measures 15–16 like this:

*

*

*

breathing pause

Prelude Op. 28, No. 16
A parallel study for mastering the technique of this prelude is the “Étude de
Concert,” op. 1, A flat major, by Schlözer.
These passages should be practiced at first at a slow pace and with an
exaggeratedly strong, dramatic performance (like a coloratura aria). (Volume
ranging from mf to ff.)
Measure 17, Busoni plays:
Measure 23, ninth sixteenth note in the right hand: F flat.

Measures 45–46, I play:

*
72

*

*
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The Etudes
The 24 etudes rank at the top of Chopin’s immortal achievements. They
are, purely and simply, incomparable. An entirely new genre was established
here for the first time and brought to immediate perfection to a degree that
has not been attained ever since. Only Liszt’s etudes can compare to those of
Chopin. . . .
Let us examine the state of etude literature around 1830, a time when
Chopin was already working on his collection. At the top was Moscheles
with his op. 70; then Cramer, whose etudes—valuable also in their musical
qualities—correspond roughly to the technical demands of the early Beethoven
sonatas. Ludwig Berger’s fine etudes and Kessler’s interesting ones follow in
the footsteps of Cramer and Moscheles. Besides Cramer, Clementi needs to
be mentioned. His Gradus ad Parnassum, though dry, contains pieces that are
excellently suited for the purposes of study. Bertini should also be mentioned
here. Finally, consider Czerny, who offered only finger exercises and whose
studies—as far as musical qualities are concerned—are devoid of all artistic
value.
Then Chopin entered the scene and created a large number of pieces that
were first-rate as works of art and opened up a completely new musical world
that included tonal effects that hardly anyone could ever have imagined before,
that revolutionized and vastly expanded the technique of piano playing, and
that, moreover, were unsurpassed in their effectiveness as studies. Chopin could
have built a lasting monument to himself with nothing but these etudes.
						Hugo Leichtentritt, Frédéric Chopin

*
*
*
Based on my own experiences, I rank the etudes in the following order
according to difficulty:
		
1) E flat minor, op. 10, no. 6
		
2) F minor, op. 25, no 2
		
3) F minor, “trois nouvelles études,” no. 1
		
4) F major, op. 10, no. 8
		
5) F minor, op. 10, no. 9
		
6) E major, op. 10, no. 3
		
7) A flat major, “trois nouvelles études,” no. 2
		
8) A minor, op. 25, no. 4
		
9) A flat major, op. 25, no. 1
		
10) F major, op. 25, no. 3
		
11) C minor, op. 25, no. 12
		
12) C sharp minor, op. 25, no. 7
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13)
14)
15)
16)
17)
18)
19)
20)
21)
22)
23)
24)
25)
26)
27)

G flat major, op. 25, no. 9
C sharp minor, op. 10, no. 4
C major, op. 10, no. 1
D flat major, “trois nouvelles études,” no. 3
E flat major, op. 10, no. 11
E minor, op. 25, no. 5
C minor, op. 10, no. 12
G flat major, op. 10, no. 5
A flat major, op. 10, no. 10
D flat major, op. 25, no. 8
C major, op. 10, no. 7
G sharp minor, op. 25, no. 6
B minor, op. 25, no. 10
A minor, op. 25, no. 11
A minor, op. 10, no. 2
*
*
*
All remarks regarding the Chopin etudes refer to the urtext edition
(Breitkopf & Härtel) which I highly recommend to be used exclusively.
*

*

*

Op. 10, No. 1, C Major
Utilizing all low tones, I play the part in the left hand as follows:

		

etc. Measure 26:

						

Measure 29:

Measures 32–47:

etc. Measures 67–79:
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*

*

*

Preparatory 							
etc.,
exercise:
Similar exercises to be developed from each measure, always with the same
fingering; each group to be practiced four times: the second time, one octave
higher, then two octaves higher, fourth repetition three octaves higher (and
alternatively, one, two, three octaves lower).
Variant 1: Practice the etude in D flat major.
Variant 2: Practice the etude without using the fifth finger:
		
etc.
Variant 3: The left hand to play along, at one octave lower, with the motion
in sixteenth notes of the right hand.
Variant 4:
										

etc.

Insert a filling-in note (second, third, fourth, or fifth) on the third sixteenth note
in each group of four and always play ascending with fingering 1 23 4 5
and descending with fingering 5 4 32 1 .

Variant 5:

										 etc.
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Variant 6: Practice the etude in different rhythms, for instance:

*

*

*

In measures 8–9, I take the D sharp with
the fourth finger; vigorous accentuation:
In measure 17, start a counter play: contrast; piano, gentle. I play measures
25–26 as follows:

In measure 31, fingering 1, 2, 3, 5 is easier, but 1, 2, 4, 5 (as indicated by
Chopin) is “more instructive.”
This etude should be played with utmost velocity—flying—as well as
majestically calm and in a grand tone.
*

*

*

Op. 10, No. 2, A Minor
The most difficult of all Chopin etudes, in my opinion. Here, it is
appropriate, for once, to suggest: the faster the more beautiful. It is next to
impossible to indicate an upper limit, since the performance at metronome
= 184 is quite conceivable and would be charming. Check the feasibility of
this tempo by playing the right-hand part, distributed over both hands, with a
comfortable (“Czerny”) fingering for the right hand:
		

etc.

If you want to use Chopin’s pace (metronome = 144) in concert, you need to
master = 152 and = 160 “at home” by yourself.
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One should always master a piece at a level that is better than good. The
stage creates so many inhibitions: after making allowance for all these, the
performance must still be good.
When playing this etude, the right hand should be turned to the right. Keep
the wrist soft and flexible throughout. Let the arm (completely relaxed) follow
along in a smooth constant motion—no jerking.
*

*
*
Preparatory exercise: Practice the sixteenth-note figure with the prescribed fingering, but without the filling-in part. Initially, one might want
to hold and squeeze a small object between the first and second finger
during practice, since—in typical “Chopin fingering”—these two fingers
are not used for the motion in sixteenth notes throughout. (Play measure 35,
third and fourth quarter note, with this fingering:
; and
measure 44, last sixteenth note with the fourth finger, then lift it off; begin
measure 45, first quarter note, once again with the fourth finger.
*

*
*
Variant 1: The study by Godowsky (no. 3, A minor, for left hand alone) is
an excellent endurance exercise for the left hand.
Variant 2: Right hand in octaves, the upper part with the original fingering,
the low part with a light thumb gliding close to the keys. The wrist very
flexible. The same on the left, using the fingering for the lower part indicated
in Godowsky (study no. 3). (If a player cannot execute this, practicing this in
major sixths instead of octaves may be substituted.)
Variant 3:

etc.

The repetitive filling-in parts in extremely short, dry staccato.
Variant 4: Sound the following filling-in part already on the fourth sixteenth
note in each group:
		
etc.

Variant 5: Play the entire etude in such a way that the notes of the
filling-in parts marked with an accent sound a melody, everything else
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in extreme pp:

etc.
*

*

*

In measure 7, on the second quarter note beat, two G sharps figure in the
urtext edition. This appears to be a mistake in the copies: play G instead of G
sharp. In measure
(not the octave). Measure 23,
19, I take the first
fourth quarter note, left hand:
quarter note, left
hand, thus:
*
*
*
If the etude is played in the prescribed tempo, only rather short pedal
changes should be used (usually on 1 and 3). The left pedal should be used
in concert performance (but never in practice). When studying this etude, one
might play the entire piece from beginning to end, immediately followed by three
repeats of measures 19–35, one after the other, without stopping in between.
*

*

*

Op. 10, No. 3, E Major
I play this nocturne-like composition a bit faster than indicated, about
metronome
= 112. At poco più animato (measure 21) I go to metronome
= 132, a pace that will accelerate even more significantly in some places, for
example in measures 32–33.
For all tempi in a composition there is something like “compensating
justice.” Accelerandi are balanced by ritardandi later on and vice versa, in
such a way that a composition, strictly speaking, does not lose anything of its
(metronomic) overall length in time.
For example, the double chain of double notes in measures 32–33 and 36–
37 is noticeably accelerated, whereas the three final sixteenth notes in measures
33 and 37 are strongly retarded. Likewise, measures 38–42 and 46–52 very
much accelerated, but measures 43, 45, and 53 very broad, and the first two
with marked emotion.
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The upper part in this etude should have a sonorous and pronounced
quality throughout. In the main section, it carries the heartfelt melody, with the
other voices as accompaniment; in the middle section, the upper part should
lend brilliance and sparkle to the whole.
*

*

*

Measure 7 (and similar ones), execution of the
fourth eighth note, on the right:
In measure 15 (and measure 70) the G sharp in the upper part should sing out
loudly and be well sustained as the sixteenth-note motion recedes discreetly.
In measures 20–21, it is difficult to decide
whether to follow the autograph (and the
urtext, Bülow, Mikuli editions) or the
editions by Klindworth, Kullak, and
Scholtz (that assume an error in writing
or printing). I play according to the autograph as follows:
In contrast to this, the three latter
editions mentioned above correct the
phrasing in a tie.
Measure 23 (and similar
ones), execution:

In measures 32 and 36,
the first sixteenth note

should get a fz accent, followed by p. In measure 46, first sixteenth note, the
octave in the left hand should be arpeggiated, with a strong accent on the
thumb. Starting from the beginning of measure 46 to about the middle of
measure 52, utilize the right pedal in order to create a pedal point effect on the
accented B in the bass.
For this “con bravura” passage, the right wrist should be flexible and loose.
Depending on the size of the hand, it will need to rotate more or less continually
to the right or left.
*

*

*
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Op. 10, No. 4, C Sharp Minor
Preparatory exercises in all twelve minor keys:

The same also in other groupings, such as:
etc.

In all twelve major keys:

In measure 3 (and similar
ones), isolate this part:
In measure 25,
the crescendo:

Likewise, in
measure 26.
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All fourths in measures 25–30, right hand, to be played with 31 fingering. In
measures 31–32, the quarter notes in the right hand should be well marked and
held. Measures 50–51, left hand, I play thus:		
Measures 80–81,
fingering and
distribution:

*

*

*

Op. 10, No. 5, G Flat Major
Regarding etudes op. 10, no. 5, no. 10, and op. 25, no. 8, the very interesting
collection “Etudes for the Piano,” instructive edition, by Rafael Joseffy (published
by G. Schirmer, New York) should be pointed out. It contains a wealth of
technical exercises, variants, and studies.
*

*
*
This “black keys” etude is leggierissimo, in other words, non-legato (but
also non-staccato) in character, with thrown fingers and steady palms. To my
mind, the indication “legato,” “sempre legatissimo” as found in the autograph
is wholly incomprehensible.
In order to develop greater accuracy, the “black” etude should be made
into a “white” etude by transposing it to G major, playing only on the white
keys. However, the exact same fingering that was established for the G flat major
study should be used here, as well.
This etude should be practiced as follows: (1) in different groups (groups
of two, groups of three); (2) with different accents (accentuating the first, or
second, or third [etc.] note in each group of four); (3) in different rhythms (for
example:
or
or

etc.)

*

*

*

As a variant for the left hand, I highly recommend Godowsky’s study no. 8.
*
6

Ga l s to n, S tudi enbuch.

*

*
81

211

212

Preparatory exercise 1:
Right hand:
Repeat 3 times

Left hand:

3 times

etc., like the
preceding
exercise.

The same exercise, but divided in triplets and accentuated accordingly.

Preparatory exercise 2:

Each exercise 3 times
Right hand:

Left hand: two octaves lower; fingering throughout:.

3 2 1 2 1 2 3 2
5 4 3 4 3 4 5 4

Preparatory exercise 3:

Each exercise three times.
Right hand:

Left hand: Two octaves lower; fingering throughout:.

3 2 1 2 1 2 3 2
5 4 3 4 3 4 5 4
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Preparatory exercise 4:

etc., across
four octaves
like a)

etc.,
like a)		

like a)		

like a)

The same exercises, but divided into triplets and accentuated accordingly.
*

*
*
In measure 4, ninth sixteenth note (and also in measures 12 and 52), I play
D flat (instead of E flat). My fingering for measures 3–4:

D flat
G flat

Note: E flat

Measures
23–36:
6*
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G flat

G flat

In addition to the first and second fingers I use only the fourth finger of the
right hand in measures 29–32.

Measure 65, 			
left hand:				

Measure 66, I
distribute thus:		

Measure 78, left hand, I play thus:

Measures 79–81, fingering for the left hand:

Measure 83 to end, variant:

*

*

*
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Variant for the exercise in double notes:
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222

87

223

224

88

225

226

89

227

228

Notation in above staves: l.H. = left hand
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*

*

*

Op. 10, No. 6, E Flat Minor
There is no metronome marking in the autograph. The urtext edition and
the original editions indicate metronome = 69. All later editions more or less
follow this prescription. Kullak gives = 60; I would like to suggest = 50. The
ability of the modern piano to sustain the sound permits a broader expression
of the cantilena. Otherwise, the tempo within the etude fluctuates greatly. The
beginning could conceivably be taken at an even slower tempo ( = 46), in
order to go to = 50 shortly thereafter. Starting at measure 17, the pace begins
to pick up a bit; in measure 32, = 69 is reached on the forte, but gradually
the pace decreases to the original tempo and slackens even more in the final
measures (49–53).
*

*
*
Variant * : The etude should also be played in A minor.
*

*
Measure 8, crescendo; measure 9,
first quarter note subito piano. For
measure 24, Germer suggests this in his
new edition of Chopin’s etudes:
This sounds very convincing.

*

Measure 50, middle part molto
espressivo:
The following suggestion is for those who are not able to make the two outer
* The recently published “Chopin Study” by Godowsky, which is an outstanding etude
“for the left hand alone,” is highly recommended as another variant.
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parts in measures 51–53 (the sustained E flat in the right and left hand) stand out
above the rest with full sonority—which requires mainly that the sixteenth notes
in the middle part be damped down. If this effect cannot be achieved, the final
chord may be arpeggiated instead, as shown below.
		
First strike the low E flat and the G
together, followed immediately by the
Measure 53:
E flat in the upper voice in pp almost
like a grace-note.

*

*

*

Op. 10, No. 7, C Major
This etude will always be leggiero in character—that is, non-legato—even
though the upper part requires legato play as much as possible. Most important
is this: Keep the fingers as “close” as possible to the keys, for the lower as well
as the upper part in the right hand. As is always the case when playing double
notes, the upper part has to sound fuller and brighter than the repeating lower
part, the latter sounding more subdued, but correct and precise. Make full use
of the repetition mechanism (double escapement) of the modern piano for the
lower part; in other words, strike the key again before it comes up to its full
resting position. To accomplish that, keep the finger tip of the second finger of
the right hand as close as possible to the tip of the thumb; as soon as the second
finger begins to lift off, the tip of the thumb is ready to push that same key down
again. (Catching a key for repetition.)
*

*
*
Preparatory exercise 1: Using the fingering indicated, practice the upper
part of the entire etude by itself (without the lower part, without the left hand),
loud and as legato as possible.
Preparatory exercise 2: The same as preparatory exercise 1, but marking the
lower part in the right hand with second and first finger. In other words, the
second and first fingers pretend movement without making the key produce a
sound. In short, practice the extremes in both parts: the upper part as loud and
legato as possible, the lower part so faint that it does not even produce a sound.
Preparatory
exercise 3:		

Upper part f, lower
part p, and so forth,
throughout the entire
etude.
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Preparatory exercise 4: Later on one may,
every now and then, play as shown here:

Continue in this manner throughout the entire etude, in order to imprint the
necessary dominance of the upper part firmly in the mind.
Preparatory
exercise 5, right 								 etc.
hand:		
*

*

*

Variant: The entire
etude played from the 							 etc.
wrist, staccato:		

and:							

etc.

Variant for the left hand: The excellent study no. 14 by Godowsky, which
also includes excellent preparatory exercises both for the right and left hands.
*

*

*

In each measure, six short pedal changes. Only in places like measure 17
and similar ones might the pedal be depressed longer.
I play measures 30–31, left hand,
without the slur:
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In measures 48–51, the right hand must not be drowned out by the left. In
measures 56–57, a very strong crescendo. In order to avoid mistakes in finger
placement, use the following fingerings: the sixths with 52 , but the fifths with 53 ,
as shown below.

Measures 56–57:
A “more brilliant” crescendo is possible with this execution:

		

*

*

*

Op. 10, No. 8, F Major
The preliminary remarks on older and modern tempi in Th. Kullak’s
edition of this etude are very appropriate and recommended for perusal.
I play metronome = 160 ( = 80). If the etude is played faster (Chopin
gives = 96), the details of the figuration lose their clarity; and, above all, the
emotion of the bass is destroyed by this.
The etude should also be played in a few other keys.
The right hand ought to be practiced in a declamatory fashion first. (See
instructions for Chopin’s prelude in B flat minor; the etude in F major represents
a preliminary technical step for this prelude.)
In the upbeat for measure 1, the trill should begin on the
principal note and with accentuation. Measure 36, left hand,
first quarter note, include also the octave:
Crisply arpeggiate all low octaves of the left hand from the bottom up,
accentuating on the thumb.
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Measure 41,
first eighth note
in left hand, ad
libitum:

and subsequent pedal point effect with pedal
kept engaged. (Apply the pedal after the first
eighth note of measure 41 and keep depressed
until after the first eighth note of measure 43.)

In measure 54, I play a C sharp on the last
(the B
sixteenth note of the left hand. Measure 71,
without
last quarter note, I play thus:
tie).
eloquent accent on F; the two whole notes
(measure 77, bass) very soft; the tied F should
Measure 76:
dominate and continue to sound.
Measure 78, first quarter note, left: I strike the entire chord (therefore, F not tied).
Measure 80, fourth quarter note, left, the same strong accent as in measure 76.
Measure 94, first eighth note: 		
Final chords either strictly in
time, with arpeggio only in left
hand; each time, the entire
chord of the right hand is to
be struck together with the
last note of the left:
Or, as an alternate version, with strong
broadening: Arpeggiate from the bottom
up at an even pace; the final, highest note
of each chord is to be taken with the left
hand crossing over:
*

*

*

Op. 10, No. 9, F Minor
Metronome
= 80 (Chopin = 96).
The pivot point (axis) of the left hand is formed by the tip of the curved left
fourth finger touching the keys.
Preparatory exercise 1:
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Preparatory
etc.
exercise 2:								
in analogy to preparatory exercise 1.
Preparatory exercise 3:

Repeat each measure 4 times.

*

*
*
The indication “legatissimo” (exceedingly smooth and connected) at
the beginning of the etude refers to the performance of the left hand. The
instruction would be clearer if it read “as smoothly as possible.” The right hand
is to be played non-legato throughout.
*

*
*
Let me emphasize once again that the pedal should not be applied as
instructed in editions (including the urtext edition); rather, the indication below
should be followed for pedaling:
For example, measures 21–22:

Indication in the editions:
My indication:
Ped.

Measures 25–28: The agitato motion (accelerando-crescendo) reaches its
climax with the fff in the second half (left hand) of measure 28.
In measure 33 (and 34), execute the quintuplet = 2+3, thus:
By contrast, in measure 35
And in measure 61 (and 62) once
(and 36) = 3+2, thus:
again = 2+3.
Measure 58 and measure 60 with soft (left) pedal. In measure 65, the first
eighth note in left hand quite “potently” (“saftig”). After striking this F, apply
fresh pedal and soft (left) pedal at the same time and hold until the end.
*

*

*
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Op. 10, No. 10, A Flat Major
Chopin’s metronome instruction is = 152 (which is
= 76). I play
= 92.
The technique of the left hand in this etude is similar to the technique of
the preceding etude.
Preparatory exercise 1: Practice the entire etude—right hand by itself—
using only the thumb and the second finger, thus:
and so forth, in the
different rhythms
indicated, legatissimo
(except for measures 13–16, which are to be played staccato). Both fingers very
close to the keys, practically sliding. The second finger of the right hand very
curved and as close to the tip of the thumb as possible.
In measure 9, first quarter note, right hand, fingering: 2 51
Preparatory exercise 2: All major and minor scales across four octaves,
ascending and descending, staccato, from the wrist, as follows:
				
				

etc.

				
In
addition:
						
						

Fingering on right always:
On left always:

1
4
5

5
2
1

etc., across four octaves, ascending
and descending; fingering on right
1
5
always: 4
On left: 2
1

5

Finally, chromatic scales, staccato, from the wrist, across four octaves,
starting on different keys,
with				
minor 				
third:				
					

etc.;
with
				 etc.
major
third:
		

etc.;
with				
with
minor 				
				 etc.
major
third:				
third:
					
		
Excellent preparatory exercises and variants by Joseffy (see comment
regarding op. 10, no. 5).
*
*
*
7

Ga l s t o n , S t u d i e n b u c h .
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Change the pedal much more often than indicated in the editions; for
example, measures 1 and 2:

Note: The upbeat before measure 1 is an eighth note! — In measure 23, fifth
quarter note on right, I play
two A’s, and in measure 35, fifth
quarter note on right, two D’s.
In measure 68, bring out the
melody of the right hand; as a
counter voice, the highest notes
of the left-hand part should be
somewhat marked:
At the x, I play B flat (as indicated also by Bülow, Klindworth, Kullak)
instead of the A flat of the urtext. Pedaling in the final three measures (75–77):

In measure 75, the F flat at the tenth eighth note should be brought out
somewhat.
*
*
*

Op. 10, No. 11, E Flat Major * )
The arpeggios must
always begin simultaneously in both left and
right hand and also
must always end at the
same time, thus:

etc.

*

*
*
Variant 1: Ascending arpeggio in the left hand and, simultaneously,
descending arpeggio in the right hand.
* ) According to Rubinstein, “This should sound as if played by 24 harps.”
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Variant 2: Conversely, descending arpeggio in the left hand and ascending
arpeggio in the right hand.
Variant 3: Play the entire etude broken up like this:
				
					
				
					
					
					

etc.

and
accordingly, in			
measure 3
for
instance:		

etc.

A superb variant for the left hand alone is study no. 21 by Godowsky. A
series of excellent stretching exercises as a preliminary study in preparation
for this etude can be found in Busoni’s edition of the “Well-tempered Clavier,”
page 129. The study on page 127 is also recommended.
Play the right hand part several times, and simultaneously, play the melody
of the upper voice with the left hand, two octaves lower, thus:
This helps to imprint the
l. H.:						etc.
etc. melodic movement and
line firmly in one’s mind.
*
*
*
Measure 25, middle voice in the right hand clearly prominent; measure
26, tender, with soft pedal; measure 27, the middle part once again prominent;
measure 28, dolcissimo (very soft); measures 29–31 intensification, led by the
middle voice; measure 32, upper voice in right hand brought out vigorously.
Measure 33, grace-notes here and in subsequent
similar instances executed thus:
In measures 44 and 46, the half-notes in the bass distinctly prominent;
likewise, middle part of the right hand in these measures. Measure 48, mf.
Measure 49, f.

Fingering in measures 53–54:

7*
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In measures 52–54, in order to assure a reliable placement of the fingers
with such leaps, the leaping hand should be kept in the octave stretch; the
thumb has to touch the lower octave tone “silently” (without depressing the
key), as indicated by the notes in small print in parentheses.
The pedaling instructions of the urtext (and most other editions) cannot
be implemented. Three to six pedal changes are required in each measure.
Measure 52 is the only one that will tolerate keeping the pedal depressed
throughout.
*
*
*

Op. 10, No. 12, C Minor

It is not uncommon to hear this “special study for the left hand” (which is
also a very moving and extraordinary tonal poem) with a very good, or even
excellent, execution of the figures—of the left hand. But hardly ever have I
experienced a performance of the dramatic impact and eloquent, anguished
emotion of the right hand on an equally high level. It takes a perfect mastery
of octave play, of “close,” rapid octaves flung out in groups (in addition to the
appropriate sensitivity and awareness of the character of the piece, of course)
in order to achieve and to convey this powerful expression.
Consequently, each hand individually will require lengthy and careful
separate study. The left hand part must be played by heart and by itself again
and again. It has to become more or less like a piece in itself, an etude for the
left hand alone. In this case, keep putting all the emotion and the (exaggerated)
declamation into the left hand.
A lengthy, detailed, and tireless study of octaves must come first, before the
correct performance of the etude (of its right hand part) can be considered.
Regarding that extremely important point for any pianist, the octave technique,
I believe the best and most inspiring ideas are included in Busoni’s comment in
the appendix to fugue no. 10 in E minor of his excellent and extremely valuable
edition of the “Well-Tempered Clavier” (Book 1) by Bach.
The following study may also prove very beneficial as a comprehensive
exercise for this type of “close” octaves (and is also useful as a daily looseningup and “warming-up” exercise): Th. Szántó, op. 1, no. 1 (published by C. F.
Kahnt, Leipzig). It is written in G flat major (only black keys), but should be
practiced just as much in G major (only white keys).
For those who take to such a challenge, the legendary performances by the
pianist Dreyschock (who is reported to have played the C minor etude “with
breathtaking bravura” with the left-hand part all in octaves) may inspire them
to try a variant in octaves.
*
*
*
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In measure 1,
I distribute the
chord over both
hands:
The chord on the first quarter note of measure 1 (and the chord in measure
3, as well) with full sonority. Such chords should be executed as follows: With
the pedal already engaged, play the chord sharply—staccato-like—with wrists
flung upward simultaneously, short; then immediately strike the chord again,
“silently,” and hold it.
Measure 8, the last four sixteenth notes to be hammered, but with restraint.
Wait for the F (fifteenth sixteenth note) and then, from the E flat, plunge into the
C (beginning of measure 9).
The following type of movement of the left hand is important and recurs
frequently. It is comparable to a rushing wave that rises up, crests, and breaks.
Execution of this
Instead,
figure and similar
always
ones must never
thus:
be thus:			
Rousing crescendo, reaching its maximum volume before the highest note; the
highest note should already be in the diminuendo zone. The pedal must be the
principal assistant in creating a rousing crescendo.
Measure 9–10, pedal:

Measure 26, molto agitato, plunging and startling. The chords in measures
27–28 blaring, brassy-sounding; then a change of “register” with the entry of
the mysterious G sharp minor; mf, but as if hidden behind a veil. Do not change
tempo.
Measure 36,
second half:		

The three final sixteenth
notes (measure 36) very
restrained and rattling.
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Measure 48, second half, I play thus:

In measure 55, the arpeggio
(right) always sounds dull and faint;
instead, I play:
Measure 57–58, articulation, right hand:

Measure 65 (and measure 67), first sixteenth note on left,
ad libitum (at the discretion of the pianist), con octava bassa.
Measure 81, first eighth note, left, I play:
*

*
*
This passage (“coda” of the etude: measures 77–78) is to my mind a
“reminiscence” of the coda of the first movement of Beethoven’s sonata op.
111. Reminiscence means the same mood (“resistance”!) expressed with the same
means. It does not imply correspondence or similarity of note heads.
*

*

*

Op. 25, No. 1, A Flat Major
Metronome = 96 (Chopin = 104).
This musical image must be wrapped in delicate veils with the support of
the pedal. The melody floats above undulating harmonies. Individual tones of
the harmonic components should be almost imperceptible. Prerequisite is, of
course, the absolutely precise mastery of the filling-in notes. The notes in large
print follow the subsequent notes in small print and vice versa, always in the
same identical time intervals that the notes in small print maintain among each
other. In short, all time intervals in this etude are identical. (Exceptions are the
few very high melody notes which require an upward leap; a momentary pause
for effect is very appropriate for these.) The only difference is in the quality of
the tones: the notes in large print are more potent than the notes in small print
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that sustain the flowing veil in A flat minor. They must unite to form a beautifully
wrought melodic line; consequently, they should be given a very carefully
differentiated treatment.
*
*
*
As a useful variant, practice both hands in a very strong, short finger
staccato (flinging the fingers up very high). At the same time, hold the melody
notes in large print as quarter notes.
Additional exercise: The right hand part to be played unchanged; the left
hand to play along with the melody notes (two octaves lower). With exaggerated
expression. The goal is to fix the melodic line in one’s mind.
Furthermore: The left hand to play the part of the right hand in unison
(two octaves lower). The same exercise, but in reverse: The right hand playing
along with the part of the left hand (two octaves higher).
Think of the sextuplets in this etude as a group of two triplets each.
*

*
*
In measure 15, the melody is in the third sixteenth note of each sextuplet
and should be emphasized accordingly.
*

*
*
Some suggestions to help with the leaps (especially in measures 25, 26, 30, 31,
34, 37, 39):
1) Imagine only the melody notes as connected and make yourself aware of the
intervals in which these notes progress. For
		 example, in measure 39, concentrate strongly
		 on this line:
		
		

It is quite wrong to focus on this
leap (D flat – F):

2) Keep the hand in the octave stretch for the leap; in other words, in
measure 39, strike the F, one octave lower, silently at the same time. (See
comment at op. 10, no. 11, measures 53–54).
3) The compelling force of the eye. The key which is to be struck should
be viewed in advance.
*

*

*

Measures 40–47 continually surging up and down, swelling
and receding. Measure 48, second quarter note, right hand:
103

255

256

Measures
48–49, execution:

long trill

*

*

*

Op. 25, No. 2, F Minor
The challenge of the rhythmic-technical problem: in the right hand, four
times three eighth notes; in the left hand, two times three quarter notes. The
problem lies in the difficulty of correct and,
at the same time, almost imperceptible
accentuation. For a significant amount of
time, practice each hand separately—first
with rough, later with discreet articulation of
the rhythmic pattern. Then try to play both hands together, but return to
individual practice from time to time. For the right hand, add also another
round of study: forceful, slow, and with exaggerated performance.
Regarding the final execution, Bülow’s comments are very much to the
point. “As for the performance, guard against all sentimentality—it is in poor
taste. The piece will make the most charming impression when performed with
explicit delicacy, almost without any nuances, in a scenic and dreamy manner, so
to speak. It goes without saying that the ideal of pianissimo and evenness without
any accentuation can only be attained as a result of intense and accentuated
study.”
*
*
*
Variants: In double notes, study by Brahms.
		 For the left hand, study by Godowsky (no. 26).
		 In octaves, study by Godowsky (no. 28).
*

*

*

Measures 67–68, execution:

*
104
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Op. 25, No. 3, F Major
Metronome

= 138 (Chopin

= 120).
However, most
of the time, this
is played as if
it were written
like this:

The original
shows this:		

The melodic line must stand independent and
detached from the filling-in parts and should be
accentuated as follows:
Only for the passages indicated by the composer does the articulation shift to the
“weak” beat. In these places, ensure that the shift of emphasis is not carried too
far, so as not to create in the listener an erroneous notion where the measures
begin. If this were to happen, the capricious, syncopated effect of these passages
would be lost. Therefore, the beginning of each measure needs to receive just
enough “weight” that the underlying rhythmic awareness of the first (“strong”)
beat is never lost.
Note: Hold the filling-in part—right hand—strictly according to its value.
*

*

*

Measure 68: The eighth-note beats very short and with isolated intensity. A
more effective and easier execution of this passage is to play the trills with the
right hand and eighth notes with the left:

*

*

*
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Variant 1: As a trill exercise, right hand with 3, 2 (then with 4, 3) and left
hand with 2, 3 (then with 3, 4):

etc., the entire
etude.

Variant 2: As a preparatory and fluency exercise, play the right hand first
with the lower, then with the upper fingering:

etc.

Variant 3: As a mordent exercise, with the outer fingers of the right hand
(1, 5) playing the notes of the melody in octaves through the entire etude. To
execute the mordents, use the lower fingering (3, 2, 3) first and then the upper
fingering (4, 3, 4):

*

*

*

Op. 25, No. 4 A Minor
Metronome in Chopin = 160 (not = 120, as indicated erroneously by
Mikuli and Kullak).
What was said about the previous etude regarding the risk of the listener
confusing the weak and strong beats is even more applicable to this etude. The
syncopation which is used continually throughout the piece will only be effective
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as such if the good beat (the “weakly cast” part, one-voiced) is brought out
vigorously and full-sounding. It is probably this requirement which also
provides the best technical benefit in this etude, namely accuracy and significant
strengthening of the fifth finger of the left hand—or its hand muscle.
In order to memorize the important line of the basses, it is beneficial to
practice the etude repeatedly in the following manner:

The right-hand part presents an interesting problem for implementing a
variety of touching techniques. Chopin is constantly changing instructions for
the touch of the right hand. For instance, from measure 1 to the first quarter
note of measure 9, short and plucked. From the second quarter note of measure
9, the right-hand part continues two-voiced: a legato melody and the plucked
notes as staccato accompaniment. Or in measure 19, a return once again
to one voice only, but legato. Measure 20, non-legato and strongly marked;
measure 29, staccato, etc. Every small change in the notation must be felt out
and executed. Measures 29–30 (minor close) and measures 31–32 (major close)
need to be colored differently.
Observe the different arpeggio notations: in measure 63 one wavy line, in
other words, arpeggiating slowly (“lento!”) from
the lowest note in the left hand to the highest one
in the right hand; in contrast, in measure 65 there
are two wavy lines—in other words, both hands begin
at the same time. I suggest the following execution for
measure 65:
The appendix to study no. 29 by Godowsky contains some excellent
exercises to improve consistent accuracy of the left hand leaps.
*

*

*

Op. 25, No. 5, E Minor
The challenge presented by this composition is to apply extremely subtle
nuances of touch in order to create that certain coloring of capricious roguishness
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which will turn a dry study into a tingling character piece. In other words, a
touch study par excellence.
The arpeggios of the left hand are very difficult; they should not be flat and
faint notes but potent sounds. The bass sound (fifth finger of the left hand) is
usually neglected, hence the dull, poor sound. Therefore, push the fifth finger
into the keys gently and strongly.
Greater orthographic precision would reveal the intention of the composer
far more clearly:

The upper voice dominates, short and pointedly coquettish. The middle part
of the right hand extremely delicate, yet precise. The execution of the left hand
in the manner indicated in the musical example above: the highest note always
to be struck together with the note in the upper voice of the right hand. The
fingering of the right hand should be the same at all times; only at the return of the
main rhythm does the 2,1 of the middle part change to 1,2 a few times (measure
116, third quarter note; measure 117; measure 120, third quarter note; and
measure 121).
*

*

*

Initially, this etude should be practiced at metronome setting
in other words, at six beats to the measure.
*

*

= 184,

*

In measure 9,
I play the left hand
thus:

Take your time before the
first quarter note of measure
14—and also before the
second quarter note. Usually,
in an effort to execute the arpeggio chords of the left hand correctly, an
unseemly haste is introduced into this measure. Beginning at measure 21,
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the voices of the right hand are transformed into one single, flowing line. In
these measures (measures 21–26), the colorful element is more in the left hand:
The half-notes with their grace-notes are capricious; the quarter notes of the
left in measures 25–27, very short and clipped. In measures 29 and following,
the upper part should be sustained and very melodious. The execution of the
short grace-notes corresponds exactly to the notation of the middle voice at the
beginning of the etude. For measure 35, I follow the version by Lemoine (see
comment in the urtext edition). For measures 42–44, as regards the leaps, refer
to the comment on op. 25, no. 1. Some players may prefer to take the high note
of the leap in the right hand with the fourth finger.
In measure 49, the first eighth note of the right hand (G sharp) very soft
and unobtrusive, since it would otherwise tend to interfere with the flow of
the melody. Measure 98, execution exactly as in the beginning, except that
now a filling-in voice is added in the right hand. Fingering to remain the same
throughout. In measures 110–113, the upper voice very melodious, with a
strong swell. Measures 122-123,
the descending notes in the bass				
very prominent.
For measures 124–138, I suggest the following execution:
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Measures 124–138: The notes in small print in parentheses require a rapid,
“silent” changing of fingers. Pedaling exactly as indicated. The three sustained
E’s in the instruction of the urtext are only “paper” concepts. They cannot be
sustained for this length of time; the sustained voices would have faded away in
the third measure, even if the crescendo trill that finally finishes them off were
not overpowering them. In measures 130–133 the turbulent voices must be
played as indicated: muted and with the soft pedal engaged. In measures 134–
138, the E’s must be struck again and again in the manner indicated, but always
in such a way that the perception of a continuing resonance is created in the mind
of the listener; there must not be any noticeable repetitive hammering of these
notes. The trill with its forceful rising crescendo and exuberant ending (the last
five eighth notes of measure 137) has to hold the full attention of the listener.
In measure 138, the G sharp of the right hand with a particularly strong attack.
Likewise the bass. The following run ascending freely (rubato) with the pedal
engaged. I take the last four notes with the second finger supported: the “pad” of
the second finger presses against the tip of the thumb, and both fingers strike
the keys together; the wrist is kept flexible, reinforcing the finger action.
*

*

*

Op. 25, No. 6, G Sharp Minor
The fingering of exercises in thirds, particularly chromatic thirds, gives rise
to vast differences of opinion, not only among the teachers, but also among the
practitioners, the virtuosos. I think almost every pianist has his “own” fingering.
This only proves once again that even in the performing arts everything is to
be framed in individual terms: each hand is different, and so are possibilities. It
is, however, somewhat more surprising that there is no consensus to be reached
in principle. Chopin’s fingering in the etudes is quite original, and new—a
pianistic revelation for his time. Chopin’s fingering for chromatic (minor) thirds,
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as it is indicated in the study of thirds here, has nearly always been rejected,
then as well as now. Bülow (calling upon the names of Tausig and Dreyschock)
declared that Chopin’s fingering “makes it difficult, if not impossible, to play
legatissimo.” The “contentious” point is where the thumb is used twice in a row
in the lower voice: E–F, B–C. My personal opinion is this:
1) With all double notes in general, and with melodious, graceful passages
in thirds (such as in this Chopin etude) in particular, the main thing is to
bring out the upper voice potent, sonorous, and clear, whereas the sound
of the lower voice should be more like a hushed “accompaniment.”
(With a descending passage the opposite may be the case: lower voice
sonorous, upper voice hushed.) Therefore, assuming a light thumb
technique, and the lightest, most subtle agility of the thumb (from its
main joint, without shaking the hand), the critical passage that calls for
“two thumbs one after the other” moves very much into the shadows,
musically speaking.
2) In my opinion there is no “legatissimo” in such fast, brilliant, bravura
compositions for the piano. Such decorative pieces, which showcase
the piano in its entire splendor, are always leggierissimo (non-legato) in
character. After all, leggiero is the character of the piano. Legato is an
effort, an attempt to cross over into the realm of string instrumentation
and vocals.
3) Chopin was a full-blooded pianist, the “soul” and sovereign of the
piano in every respect. Such a unique personality, which lavished
the piano with an abundance of the most wonderful gifts, must be
appreciated, understood, and interpreted entirely on his own terms.
Where he himself indicates and demands them, his fingerings are part
of his personality; they are characteristic of him, they are “a part of
the whole.” Chopin’s piano and our modern one may be quite different
instruments; there will be passages where changes are unavoidable. But
here I do not see any reason to change fingerings.
It is interesting to see how some “particular” hands have found their own
path.
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For the right hand, and ascending only:

Chopin
Its modern variant:
The “Rutsch-Fingersatz” (sliding fingering)
The so-called “Czerny fingering,” recommended by Bülow, (Tausig, Dreyschock?),
Klindworth, Germer
Two other fingerings by Klindworth

Riemann

Godowsky

Pachmann
Busoni uses the “Rutsch-Fingersatz” (sliding
fingering), but also recommends the following

related to the Chopin
fingering

also the “RutschFingersatz”

etc.) Compare Busoni’s
comment regarding
the performance of thirds,
Well-Tempered Clavier,
p. 56.
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Bülow wanted to get rid of the “gap” that is the result of using the thumb
twice in a row in the lower voice in Chopin’s fingering. But the fingering he is
suggesting in its place contains the sequence 53 31 , which creates an even worse
“gap”: if the fifth finger (in the upper voice) waits for the third finger to replace
it, a “gap” will open in the lower voice. And conversely, if the thumb strikes as
the third finger (in the lower part) is lifted, it is the third finger that does not have
time to reach its new place in the upper part. (For the same reason, one of the
Klindworth fingerings and that of Riemann are not usable.)
The very original fingerings by Godowsky are well thought out. The novel
sequence 43 52 , which requires a strong inward curve of the last digit of the
third finger, will be very difficult for many players. It creates some uncertainty,
because with such a strong curvature the third finger is positioned entirely on
its nail and has little stability as a result.
*

*

*

The eminently useful work “École des Doubles-Notes” by Moriz
Moszkowski (published by Enoch & Cie., Paris) should be cited here. I also
recommend study no. 35 by Godowsky, especially the appendix with the unique
studies in thirds.
*

*
*
The autograph and the original editions including the urtext show the
trill in thirds in measures 7–8 with A sharp; nevertheless, I take A in these two
measures, as does Mikuli—a student of Chopin—in his edition (and likewise
Scholtz and Kullak). (Agreement with the first trill, measures 1–4).
Measures 3–4, left hand, fingering always in this manner:
		

Measure 4, fingering:
Measure 10,
eighth eighth
note:

Measure 12, I
play thus with
the left hand:

In measures 26–33, the “middle section” with a different coloring:
leggierissimo with fingers thrown high, “splashed.” As an exception, upper and
8

Ga l s t o n , S t u d i e n b u c h .
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lower part of the right, hand here, with the same touch. In measure 33, the
ethereal quality is beginning to fade: the sonorous upper voice reappears, still
somewhat muted in the first half of the measure, but very prominent and quasi
espressivo in the second half; yet with a certain restraint.
*
*
*
Exercise for measures 26–29:

left
hand:

etc., in all twelve keys, and keeping
the same fingering throughout. To be
practiced leggierissimo and legato, ff
and pp.
*

*
*
Measures 26–29, fingering in the right hand always:
In measure 30,
I play the first eighth
note thus:		

5 2
4 1

Strong arpeggio in the left hand; strike the
chord in the right hand together with the
last note in the left—forzando; then suddenly
piano.

Measures 43 and 45, left hand:

This harmonious variant in the W. de Pachmann edition is to be
recommended.
*
*
*
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Op. 25, No. 7, C Sharp Minor
This wonderful composition is not lyrical, but dramatic in content. Not a
lied; rather, an aria.
As regards measure 1, I support the position of Bülow, whose “rhythmic
adjustment” is as follows:
					
=
of the previous.

Each two-quarter time measure has the
value of the earlier three-quarter time:
therefore, take the sixteenth notes more
slowly than required for three-quarter time.
Measure 8, execution of the trill:
Fixate the pivotal point A!:
measures 11–12

measures 65–66

In measures 14–16, the A
in the upper part cannot be
sustained for this length of time.
I suggest striking this A once
more (softly) on the third quarter
note of measure 15.

In measure 26, I
follow Mikuli for the
right hand, not as indicated in the urtext; in
the left hand, I play a three-note appoggiatura before the third quarter-note beat.
The trill itself without ending turn:
In measure 27, I play the final six thirtysecond notes of the measure (preceded by
a considerable retard) very powerfully, in
ff, hammering and gradually slowing the
pace. Following this, measure 28 should
come quasi a tempo and be executed in
even, rhythmic (eighth-note) beats. Any
fluctuation or retardation would impair this measure’s grandiose, festive
character. Play the E flat major scale in the left hand at the beginning of measure
28 at maximum speed. Take this maximum to determine the uniform tempo
My pedaling in
measure 21:

8*

115

279

280

of the entire measure (of the even eighth-note beats); do not retard even at the
end of the measure:

In measure 36, the A in the upper voice has to resonate (with pedal, up to
the fermata, measure 37).
Measures 39–40, I play thus
(as also indicated by Mikuli):
In measures 63–64, the passage of the left hand with a very strong crescendo,
the E (last note, measure 64) with the thumb of the right hand. (The left takes
it over immediately, in a “silent” substitution.)
In measure 66, the execution of the trill in left hand as indicated for measure
26. (Refer to the comment for this measure.) In
measures 78–79, strike the four-part chord twice.
My distribution is as follows:
*

*

*

Op. 25, No. 8, D Flat Major
Metronome
= 76 (Chopin
= 69).
As in the study in thirds, I advocate using the Chopin fingering here as well,
to the extent possible. A perfect legato play is even more out of the question here
than in op. 25, no. 6, since smooth and connected playing of all successive notes
in both parts of each hand cannot be achieved with normal hands. Likewise,
the instruction “molto legato” is to be replaced by “leggierissimo” for this etude
as well. The upper voice of the right hand and the lower voice of the left hand
(the parts with fluid fingering) should be performed especially sonorously.
In measure 1, I use the fingering indicated several times, thus:
		
and accordingly in measures 2, 5, 6,
13, 14, 21, 22.
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Measure 15:
In measure 27, first eighth note of right hand, do not strike the E flat–G flat
(tied to the last eighth note of measure 26).
Measures 27–29:

In measures 32–34, instead of the fingering indicated, small hands may use
the “Rutschfingersatz” (sliding fingering), which also originates with Chopin
(see chart).
*

*

*

Variant 1: Play the right hand in thirds throughout, transferring the lower
voice to one octave higher.
Variant 2: Play the entire etude as follows: The right hand with slurs as much
as possible; thumb very light and sliding. The left hand remains unchanged:

etc.
Variant 3: In the upper voice, each pair of notes is repeated four times;
lower voice unchanged; fingering as shown in the original etude.
For additional variants, preparatory exercises, and fingering refer to Joseffy
and Godowsky (study 38).
*

*

*
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*

*

Table of different fingerings for the right hand for chromatic (minor) scales in sixths:

Chopin
Chopin: “Rutschfingersatz”
(sliding fingering) for small hands
Modification: Bülow’s fingering for
smaller hands
Klindworth, Moszkowski

Klindworth

Moszkowski
Joseffy recommends this
and, among several others, gives the
following “only for pianissimo”:
Pachmann uses the Chopin fingering
Godowsky

Busoni

*
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May 30, 1908
GALSTON		

BERLIN W. 50
NÜRNBERGPLATZ 5.

My esteemed Mr. Galston,
Having just returned from a journey, I
found your valued lines. I am delighted that
you have taken an interest in my work on
the Chopin etudes. For chromatic sixths, I
have only the following fingering to offer:

bœn œ œ bœ
b œ nœ b œ nœ œœ##œœ œœ b œœ n#œœ œ #œ œ nœ
& œ# œ œ# œ
4
1

5
2

4
1

5
2

4
1

5
2

5
2

4
1

5
2

4
1

5
2

4
1

etc.

3
1

5
2

b œ œ œ b œ œ b œ œ bœ
œ œ #œ nœ #œ nœ œ b œ œ œ b œ œ b œ
œ #œ nœ #œ nœ
&
5
1

5
2

4
1

3
1

5
2

4
1

5
2

4
1

3
1

5
2

4
1

5
2

4
1

etc.
5
2

With cordial greetings,
Your devoted
Leopold Godowsky

[Postcard to Galston from the pianist Leopold Godowsky (written on Galston’s
own stationery). Inserted on interleaved sheet opposite page 118—Ed.]
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Op. 25, No. 9, G Flat Major
Preparatory and parallel exercises:
I named the four sixteenth notes of each quarter note in this etude as a,
b, c, d. The variants below should be practiced. The legatos, slurs (
), and
staccatos (from the wrist) should be played throughout exactly as indicated by
the phrase marks and dots.
Therefore, 1) thus:
					
1)
four thirtysecond notes

four thirtysecond notes

2)
3)
Variant: The left hand to play the original part of the right hand.
		
The left hand to play the five combinations given above.
*
*
*
Important exercise for the left hand to assure accuracy of the leaps, with
the left keeping the following rhythm throughout the
entire etude:
Therefore,
practice thus:

etc.

In addition, practice the entire etude in this manner:
right hand

etc.
		

1)

left hand

etc.
right hand

etc.
		

2)

left hand

etc.
Keep the same fingering all the time. Always place the curved fourth finger firmly
on the keys.
*
*
*
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Pedaling throughout the entire etude: Depress the pedal twice in each
measure, after the first and fifth sixteenth notes, and release it with the
third and seventh sixteenth note,
thus:
*

*

*

Measure 12, I
Measure 20, right
play the first quarhand, second quarter note in the left
ter note, fingering:
hand thus:
For measures 37–41, I play the left hand like this:

The last four measures strictly in time, ppp, and void of all sentimentality.
*

*

*

Op. 25, No. 10, B Minor
Chopin gives metronome = 144, that is = 72; middle part “lento” =
126, that is
= 42.
As a preparatory exercise, this etude must be preceded by thorough octave
studies. I owe my most important views and insights to the explanations by
Busoni on pages 64–65 of his outstanding edition of the “Well-Tempered
Clavier” (which is, unfortunately, far too little known).
Additional octave studies: The 15 two-part inventions by Bach, with both
hands in octaves, both staccato (wrist) and “legato” (fingering in the outer parts).
The eighth invention, in particular, in all twelve keys. Likewise, the octave etude
from Clementi’s Gradus ad Parnassum (F major) in all 12 keys.
The etude collection (20 octave studies by different masters) in Mertke’s
“Oktaventechnik / The technique of Octaves” (Ed. Steingräber).
Also, the octave etude by Th. Szántó mentioned on page 100, and finally,
the variant in octaves (right hand, left hand) of Chopin’s op. 10, no. 2 (see page
77).
*
*
*
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Preparatory exercise:

Fingering: keep alternating 4, 5,
4,
5 in the outer voice, but 5, 5 on
and back
the half tones E–F, B–C (or in this
case, D double sharp – E sharp, and
B – B sharp). The same exercise, the same fingering, executed two octaves lower
by the left hand.
The same exercise, the same fingering;
however, form the triplets starting with the second
note of the first group (E sharp), thus:

etc.

Likewise, starting with the third note of
the first group, thus:

etc.

*

*
*
Variant: In the main part of the etude (measures 1–28) and the recapitulation
(measures 104–119), pattern the twelve eighth notes in each measure in the
following rhythms and play accordingly:

*

*
*
The preparatory exercise for this etude (page 121) is built on a chromatic
base, but may be played also on a diatonic base; practice it in major and minor,
in different keys, and using the seven different rhythms indicated above.
*

*
*
The fingering in the main part of the etude matches the one indicated in
the preparatory exercise (page 121). The thumb should glide along the keys and
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“slide” from the black to the white key. In some passages “sliding”—with the
fifth finger—may be used also in the outer voice.
Pedaling: The lower the parts are in the bass section, the briefer and more
sparsely the pedal will be applied. The more the hands approach the area of
the perpetual pedal (the 21 uppermost keys in the treble, which have no dampers)
the more liberally may the pedal be applied in order to achieve a pseudo-legato.
This is a general rule.
*

*
*
In measures 7–10, the
dynamics should be executed with increasing urgency and menace, strongly supported by the well-articulated middle
parts and the following pedaling:

Rush toward the chord in measure 27 with the utmost possible speed.
Pedaling in measures 25–28:

In measure 32 and also in measure 40, the sixth eighth note—the low B in
the right hand—should be taken by the left. In measure 38, first quarter note,
left hand, I play E sharp (instead of E), as indicated also by Mikuli. In measure
46, I strike the sustained E sharp of the bass once more—piano—on beat 1.
In measures 60, 62, 80, 82, the notes in parentheses are to be omitted.
Measures 47–48 (67–68,
87–88), fingering on left:
Beginning with the third quarter note of measure 58 (and/or 78), let the
middle voice sing out above the others.
Measures 98–99, right hand, I play thus:
In measure 107, the notes in parentheses are to be omitted.
122
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*

*
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Op. 25, No. 11, A Minor
We may quote here the excellent words Bülow has found for this etude:
“One particular merit of this longest and in every respect greatest of all of
Chopin’s etudes must be emphasized: Although it exploits the instrument’s
utmost conceivable sonority, this etude does not at all pretend to be an orchestral
piece; rather, it offers nothing but piano music in the truest sense of the
word. Indeed, it is entirely due to Chopin’s works that the boundaries were
drawn between piano and orchestral music, boundaries that were blurred by other
romantics, Schumann in particular, to the utterly ruinous disadvantage of
both areas.”
(H. v. Bülow, Edition of Chopin’s Etudes, published by Jos. Aibl, Munich)
*

*
*
The “musical” structure of this etude contains four sextuplets, with each
sextuplet grouped in 3 x 2 (not 2 x 3!) notes, to be accentuated accordingly. The
technical structure shows groups of four throughout the entire etude (in other words,
6 x 4 notes to each measure), and the fingers are employed accordingly. The
most consistent fingering is that which applies the exact same fingering in the
exact same sequence for each group of four (these keep repeating in a similar
manner). Therefore, as a rule one should use the sequence 5, 2, 4, 1. Exceptions
will be noted.
*
*
*
Preparatory exercise:
To be played in all major and minor keys
(with the exact same fingering throughout)

Right hand:
C major

C minor

etc.
D flat major

The same exercise two octaves lower with the left hand—in all major and
minor keys (fingering consistently 1, 4, 2, 5).
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Furthermore, left hand in all major and minor keys:

C minor etc.
The same exercise played two octaves higher with the right hand (fingering
consistently 2, 5, 1, 4).
*
*
*
Variant: The right
hand plays only the first,
third and fifth note, in
octaves, with the left
hand unchanged. Tempo
faster, accordingly, with
staccato (wrist) octaves:
*

*
*
Metronome = 126 (Chopin
= 69, that is = 138)
The upper part of the left hand—the “leitmotif ” of the etude—always with
the thumb, which has to be held rigid and vertical; this part must be brought out
strongly.
In measure 5, and wherever Chopin
indicates the third finger (on right), I
play the fourth finger; otherwise, I follow
Measure 4, fourth
the indicated fingering consistently. In
quarter note, I play
other words, the leitmotif fingering in
thus:
this etude is the group 5, 2, 4, 1 of the
right hand.
Fingering measures 15, 16:

In measure 21, third quarter note, fifth finger on A. Measure 23 and the
following like measure 5.
Measure 41, left hand:
etc.
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In measure 57, third and fourth sextuplets, I play F sharp three times (instead
of F), as indicated by Mikuli.
Measures
57–59, left
hand:

Measure 64, fingering:

Keep the whole
notes (E) strictly
in time.

The chord must sound as if
plucked.

Measures 66–68: The first note of each sextuplet has to be accentuated
sharply and rhythmically, both in the right and left hands.
In measure 69—and also in measures 71 and 77, the first
quarter note in the bass must be doubled:
In measure 79, play the low G of the bass very sonorously.
For measures 85–86, see comment at measures 66–68.
In measures 89–90, the “leitmotif ” in the bass needs to be brought out
strongly.
		 I play measures 95 and following thus, keeping strict time to the end:
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*

*

*

Op. 25, No. 12, C Minor
As in the preceding study, there is a contrast also in this etude between the
measured rhythm and technical structure. The measure contains four groups of
four (or rather, two groups of eight, since the etude has an alla breve = 22
character), whereas the technical pattern is arranged in groups of three as shown
below:
The fingers are
grouped 1, 2, 5 or
1, 3, 5 in the right
hand, and 5, 2, 1
or 5, 3, 1 in the left
hand, thus:
Variant 1: Use the fourth finger instead of the fifth throughout the entire
etude (for both the right hand and the left).
Variant 2: Practice the etude in E minor and in E flat minor.
Variant 3: Set the entire etude spanning a tenth for each beat (wide reach)
and play thus:
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Measures 7, 8 remain
unchanged:

						

etc.				etc.

*

*
*
In the second half of each measure, the descent of both hands requires
special and continuous attention. The thumb of the right hand—set down
rigidly, but reinforced by pressure from a flexible wrist—carries the melodic
core of this etude.
right hand:
In measure 16, I articulate
the right hand thus:
Measure 18, similarly:		

and measure 20:

Beginning in measure 22, up to measure 30, something like a subordinate
theme (“feminine” counterpart) comes in, mf, mellow, with soft pedal (2nd pedal).
In measures 28–
right hand:
29, the right hand
is to be articulated
like this:
The grand rising movement that
begins at measure 31 does not
reach its climax until the
beginning of measure 47. In
measures 45–46, the bass should
be brought out prominently:
Note: A breathing pause at the beginning of measure 47.
At measure 55, another titanic rising movement starts, which reaches the
brilliant climax of C major in measure 71.
In measures 71–83, I accentuate as follows (Λ = the stronger accents, > =
the weaker accents) and play as shown:
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In measure 83, the chord on the third quarter note has to shine brightly;
strike it with firmly arched, taut hands, quasi staccato, and “silently” sound it
once more immediately afterwards; only then, follow with the pedal change.
*

*

*
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Trois nouvelles études (no opus number)
No. 1, F Minor
Metronome = 108. Instead of , substitute
= alla breve = 22 .
“Matching up the rhythmic patterns” (finding the places where the triplets
of the right hand meet the eighth notes of the left hand) will not get the player
very far. Practice each hand by itself, then try to play both hands together; but
go back again to practicing them separately from time to time.
*
*
*
Preparatory exercise:

etc.

in several major and minor keys.
Followed by:

etc.

in several major and minor keys.
*

*

*

For measures 57–58, I play the version in large print.
Measure 62 and following, pedaling and distribution of hands, accentuation
in the middle part:

without pedal

*
9

Ga l s to n, S tudi enbuch.

*

*
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No. 2, A Flat Major
First, practice each
hand alone carefully and
thoroughly. Then try to
play the etude a few times
in the following form, with
both hands together:
*

*

*

The uppermost voice of the chords in the right hand should sing out
slightly louder above the other parts. It is only in measure 21 that the lower
voice temporarily takes the lead:

In measures 57–59, follow the version in small print (Paris version).
Measure 58, execution of the trill:

*

*

*

No. 3, D Flat Major
Metronome = 112–116.
Variant 1: Play the staccato middle voice of the right hand only with the
thumb throughout, first forte; then piano.
Variant 2: Middle voice repeating, (a) with the fingering indicated for this
etude, and (b) only with the thumb again. Play the middle voice staccato in both
instances. Execution:
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Variant 3 (fingering like variant 2):

Variant 4 (fingering like variant 2):

*

*

*

Execution of the grace-notes everywhere as in
measure 4:

Fingering in measures 7–8:

Measure 12: 			

Measure 14:

Measures 19–25, fingering:

9*
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Measures 30–31, accelerando; measure 32 ritardando. Measures 29–32,
fingering:

Measures
Measure
44–45, 					
46:
fingering:			

Measure 				
49: 						

Measure
61:

Measures 61–62 accelerando.
*

*

*

Two Nocturnes
The comments regarding the nocturnes, waltzes, and the polonaise refer
to the Mikuli edition (published by Fr. Kistner, Leipzig), as do the comments
regarding the preludes. Each of Chopin’s compositions is available separately
in this edition.
*
*
*

Nocturne Op. 48, No. 2, F Sharp Minor

The first two measures should be played rather freely and as if improvised;
measure 3 a tempo.
Chopin’s comment regarding the performance of the middle section (measures 57–100):
			
			

“To be played in the manner of a recitative.”
“One tyrant is giving orders, the other is begging for mercy.”

Measure 			
57:				

Measure
59:

Play all similar measures in a similar distribution.
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Measure 66:				

Similarly, measure 68.

Measure 98, grouping:

Measure 117:
Measure 109:			
			

etc.

Measure 131 (likewise measures
132, 133, 134):		

*

etc.

*

*

Nocturne Op. 15, No. 2, F Sharp Major
Metronome = 72 (Chopin gives metronome
In measure 7, trill without appoggiatura.
Measure 11, grouping and fingering:

= 40, that is

= 80).

		

Measure 17: Here, it has to brighten up. In measure 24, let the A sharp in
the right hand tremble on, “vibrato-like,” for a long time.
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Measure 51, grouping:

Measure 56, execution of the trill:

					
Measure 55, left hand,
I play thus:
		

*

*

*

Waltz, Op. 42, A Flat Major
Metronome
= 84.
Structure: Introduction: measures 1–8, toward the end with some restraint
		
Main part: swaying (measures 9–40)
		
Ritornello: somewhat more lively (measures 41–56)
		
First subordinate theme: very graceful (measures 57–72)
		
Ritornello: lively (measures 73–88)
		
Second subordinate theme: somewhat robust (measures 89–104)
		
Ritornello: lively (measures 105–120)
		
Third subordinate theme: with some passion, generous, sostenuto
			(measures 121–164)
		
Ritornello: quite lively (measures 165–180)
		
Repeat of main part: swaying (measures 181–212)
		
Ritornello and second subordinate theme: lively and very merry
			
(measures 213–260)
		
Ritornello and coda: with increasing turbulence (measures 261–289)
*
*
*
The melodic line in quarter notes (right hand) must not be “sung”; but the
value of these notes should be strictly kept. However, this opposing bipartite
rhythm must not usurp the place of the waltz rhythm prevalent everywhere.
That latter (waltz) rhythm of the left hand—supported by the pedaling shown
below—must not be corrupted.
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Pedaling, 						Subsequent pedaling
measures 8–23:						as indicated.
In measure 158, the execution of the appoggiatura corresponds to the one
shown in measure 160. (First note of the ornament struck together with the first
quarter note beat of the left hand.)
Measures 210–212, very hesitant. Measures 240–244, fingering as shown
in Mikuli, or as follows:
		

In the “coda,” the waltz is developing more and more into a “sweet frenzy”
(“holder Taumel”).
Measures 288–289, fingering and
distribution:
*

*

*

Waltz Op. 64, No. 1, D Flat Major
Metronome
= 88.
A graceful waltz, but not a musical steeple chase.
A distant, extremely faint hint of a relationship with the Viennese waltz: an
almost imperceptible shortening of the first quarter note (which causes the
second quarter note beat to occur an infinitesimal moment too soon) creates the
irresistible swaying movement of this waltz. Main part of this waltz (measures
1–37) leggierissimo, with fingers firm and thrown at the keys. Short pedaling;
frequent application of the left pedal.
Measures 122–125, rhythmic pattern and pedal:

				

without pedal
*
*

*
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Polonaise Op. 53, A Flat Major
Metronome, main section: = 72. Introduction, subordinate theme, and
middle section with significantly more agitation.
I take the following fingering for the fourths:
Measure 1:				
Measure 5:

Measure 9:		

						

Measure 11:

			

or
Measure 14, middle voice emphasized:
Measure 16, un poco ritardando.
Main theme, the first time (measure 17 and following) mezzoforte, the second
time (measure 33 and following) forte, the third time (measure 65 and following)
fortissimo, and the fourth time (measure 155 and following) fff.
In measure 25 (and in similar places), trill without appoggiatura and always
beginning with accented note. In measure 28, sixth eighth note, sound the gracenote—on right—together with the last note of the arpeggio in the left hand.
The run always keeping strict time:
Measure 30
thus:

Measure 46 thus:
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Measure 78 and measure 168 thus:

In measure 31, play the grace-note in the right hand before the second eighth
note beat.

Measure 48, execution:

In measures 57 and following, the rhythm in the left hand should be
articulated crisply and briskly. The right hand in a very strong singing tone. In
measures 63–64, the beginnings of the trills (D flat, D, E flat) with crisp, sonorous
accentuation. Execution of measure 80 like measure 48.
In measures 81–83, always reach over with the left hand to take the seven
G sharps (the highest notes of the arpeggios).
In measures 83–120, the movements in octaves should immediately be taken
over by the left hand with 15 fingering (the same fingering throughout). Strong
dynamic intensification. One intensification: beginning with ppp in measure 83;
reaching its maximum with fff in measure 121; then continuing at the same
volume and with undiminished brilliance up to the fifth eighth note of measure
128. Then a sudden piano.
Measures 83–105, apply left pedal.
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Measures 100 –103, I play thus:
		

etc.

Measure 125, first eighth note, left hand:

From measure 143 to the first quarter note of measure 151, in addition to
the fz of the left hand, the constantly recurring C of the right hand must be
brought out to full effect with a loud attack.
Measures 153–154,
the chromatic descent
with forceful, strong
intensification:

The coda without any kind of hurry. Calm, triumphant. The eighth-note
octaves of the left hand (measures 175–178) ascend and descend with pomp
and circumstance.
In measure 180, do not arpeggiate the chords.
Crisp and rapid arpeggio in left
hand. Strike the chord of the
right hand together with the last
note of the left, fff.

Measure 181:

*
138

*

*
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FRANZ LISZT
Liszt’s great, generous spirit was fond of writing his compositions to
the glorification of great masters or noble ideas: Goethe’s “Faust,” Dante’s
“Divine Comedy,” Tasso, Kaulbach’s “Battle of the Huns,” and his Hungarian
Fatherland, to name but a few examples.
In the following program, the compositions in the first section are to the
glorification of Bach and those in the second to the glorification of Italy. The
three works in the third section can be viewed as written to glorify demonic
bravura.
The following two grandiose compositions were written originally for the
organ and later transcribed for the piano.
*

*
*
References are to the original edition with the following title:
Dedicated in reverent friendship
to Anton Rubinstein
Variations
on Bach’s Motif

(Figured Bass of the First Movement of his Cantata “Weinen,
Klagen, Sorgen, Zagen” / “Weeping, Lamenting, Worrying, Fearing”
and of the Crucifixus of his Mass in B minor)
for the
Pianoforte
by
Franz Liszt.
Performed by the composer in a benefit concert for the Bach monument
at Hanover, 28 April 1875.
Berlin:
Published and copyrighted by Schlesinger’s Book and Music Shop
(Rob. Lienau)
*
*
*
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Weeping, lamenting—
worrying—fearing—
are the Christian’s bread of tears.
Final chorale:

Whate’er our God ordains is right:
Here shall my stand be taken;
Though sorrow, need, or death be mine,
Yet I am not forsaken.
My Father’s care is round me there;
He holds me that I shall not fall:
And so to Him I leave it all.

[Trans. Catherine Winkworth, 1827–1878]

These variations (a modern “chromatic fantasy”), one of the most intimate
and moving creations for the keyboard, present us in a surprising way with a
new and complete change of the ancient, sclerotic contrapuntal style.
*
*
*
I interpret
the opening as
follows:

etc.

								 no pedal
The upbeat bright, vigorous, quasi staccato, distributed to both hands,
then strike again silently the notes printed in parentheses. The same touch and
sighing
pedaling apply in measures 3–8.
Measures 8–15, the thematic motif:					

etc.

Measures 13–14, continue the left
hand in octaves:

Measure 16: The sextuplets as two triplets each. Measure 17: Six times two
notes.
What follows is that wonderfully intimate and wistful part. I point out once
more the congeniality of spirit that exists between this and the “Adagiosissimo”
(Lamento) of Bach’s Capriccio in B flat major (see p. 6).
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Measures 18–50, to be played with soft pedal.
In measures 29–30, bring out this:
The trill in measure 36 to be played flowingly, softly, and well-rounded:

etc.

In measure 57, the middle voice is to
emerge increasingly:
In measure 58, I play the right hand thus,
in accordance with the organ voice:
In measures 83–94 I notate the following variant, as appropriate for the
original (intended for the organ):

*

*

*
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In measures 95–103, the octaves in the left hand “sotto voce,” but dry and
crackling. Pedaling shorter than notated.
Measures 149–152 should sound soft and expressive in the left hand, thus:
etc.
Immediately afterwards (measures 153–156) the same is repeated in the upper
voice, right hand.

Measure 162, distribution:

Measure 171 and following: These distributed octaves have to be played in
such a way that the thumbs of both hands have to produce, by alternation, a
closed, flowing, swelling scale; therefore, the thumbs of both hands to be played
regular and strong, the fifth fingers of both hands weak.
*

*
*
Anyone who plays music by Liszt must have a mastery of scales (both
diatonic and chromatic) and of arpeggios of triads and seventh chords in
octave distribution that is just as solid as their knowledge of the usual scales and
arpeggios for one voice.
*
*
*
Measures 167–
175 I play thus,
partially following
the organ voice:
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then continue as in the original for the piano up to measure 173:
		

Measure 193: the two chords coarse, dry, curt.
Measure 197: in a strict tempo, sharp accent on three E’s.
Measure 198: first eighth note, both D flat with the left hand.
Measures 199–202: I play the upper version in small print.
Measures 202–203 I distribute thus:
		

The passages in thirds in measures 220 and 222 with soft pedal, also the
three chords in measures 228 and 230.
One single grand and well-calculated swell from measure 252 to measure 314.
In measure 329 I omit the trill.
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The change of “stops” between the chorale verses has to be very marked.
Each verse must have its own characteristic color.
Measures 340–343: Thundering pedal point in the left hand (generous
pedaling), veil the chords in the right hand.
In measure 344 it comes to the light, clearly, brazenly, clamorously.
I play measure 352
as follows:

The left hand “filled,” with sharp arpeggios, the chord in the right hand
simultaneously with the last note of the arpeggios of the left hand.
*

*

*

Fantasia and Fugue
on the Theme

The pedaling indicated for the first four measures results in wild chaos. Can
this be intentional? I do not dare to judge.
I pedal thus:

etc.

								
etc.

Measures
4–5:

The sequence B flat-A-C-B [German: B-A-C-H], which is continually woven
into the subsequent chords, should not be specifically emphasized; rather, the
entire series of chords is to be played sharply, hard and without nuancing.
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However, picturing this sequence of four notes will support memorization of
the piece.
Measures 6–9

short pedaling

In measures 9–14, the accents of the upper voice to sound more vigorous
in the right hand than in the left.
Measures 15–23: Here as well as at numerous other places in this piece,
“arm octaves” are called for. This means that the arm and the hand (with the
fifth and first fingers in an inflexible, taut octave stretch) form one rigid unit,
with the elbow joint serving as the pivot point.
Here, as is frequently the case in this work,
Measure 19, left
the octaves in the left hand may be “filled,”
hand, first sixteenth
i.e., together with the octave the complemennote:
tary notes of the chord are struck softly.
In measures 22–26, I add the following reinforcement in the lower stave:

Measures 29–30, lower stave:

etc.
in the lower
octave

In measure 41, first sixteenth note, the G of the left hand to be taken over
by the right hand; the same happens on the fourth quarter note of measure 43.
Note the sudden piano at the beginning of measure 44 following the gradual
increase of volume in the preceding measure.
In measure 45, first sixteenth note, I omit the G in the right
hand; the fingering is thus:
10 G a ls ton, Stu d ienbu ch.
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In measures 55–56, I take the leaps in the left hand with the third and
second fingers.
The arpeggiated chords in measures 69–70 and 70–71 sharply arpeggiated
in the left hand; the chords in the right hand unbroken and simultaneous with the
last note of the left hand. Players who cannot stretch their right hand sufficiently
may sharply arpeggiate both hands simultaneously.
I play the chords
70–71 and 72–73 thus:

The chords in measures 73–76 fff, booming and resounding; the triplets in
each measure increasing from p
f.
The fugue as if entirely veiled; beginning ppp (soft pedal) and increasing
very gradually. The entry of the theme in the bass (on the fourth quarter note of
measure 102) sonorously and yet piano.
In measure 107: Typographical
error; amend to:
Measures 111–113 I play thus, left hand:

then fifth finger

The wavy line
in the pedaling indication signifies vibrato pedaling.
Full mastery of this technique is important. It enables prolonged sounding of a
note that has been struck with emphatic vigor (usually, two or three times as
strongly) and yet “keeps clean” the harmonies that continue in the upper registers.
Measure 114 to first quarter note of measure 117: This is to be played as if
it were Stop I: very full, well-rounded, and with a rich sound. Then a change of
stops—from the second quarter note of measure 117 to the second quarter note
of measure 119 as if it were Stop II: tremulous and fleeting. Change of stops
again (here and in the parallel passage I use the “ossia” version in small print)
as if it were Stop III, the “Fernwerk” [antiphonal division]: ppp (soft pedal/una
corda).
This sequence of three stops is then repeated.
The A flat half note in the bass in measure 121 (and that in measure 130)
belong to Stop I again, thus this note has to be struck so as to produce a round,
full sound.
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In measures 132–134, the theme in the middle voice is to emerge eloquently:

Starting at measure 141, very vivid execution, yet the triplets of sixteenth
notes in the right hand, which constitute the theme, have to sound clear and
articulate.
The distributed octaves in measure 145 and following: The thumbs of
both hands sharply and regularly against one another; the outer voices (the
fifth fingers of both hands) much more softly. The same applies to the parallel
passage, measure 155 and the following.
I play measures
189–190 thus:
faster and get faster
with a breathing pause after the B in measure 190.
In measure
Measure 205,
199, I play
fingering of
the left hand
the left hand:
thus:
Measures 227–233, lower stave, I play and pedal as follows:

vibrating pedal

The two subsequent parallel passages are to be played in a similar manner.
In measures 247–258, cut out the theme quite massively, yet very rapidly
(“presto”), the runs in the right hand to sound whistling.
In measures 259–269, the thumbs of both hands perform a rolling,
pronounced trill.
I begin (measure 259) piano and develop a gigantic crescendo to the
culmination point: G sforzando in measure 269.
Maestoso, measure 275 and the following: I play this with filled octaves (see
comments on measure 19, page 145).
10*
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Strike the chords in
parentheses again
silently at a

In measure 302, do not arpeggiate the chord. In measure 303, on the first
quarter note, the right hand strikes the D sharp (the tie is a typographical error).
Measures 298 to 309 I play in the following variant and with the pedal as
indicated here:
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Soft pedal

etc.

Measure 311, last quarter note,
left hand:
*

*

*
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Années de pèlerinage
2de année

Italie

(Years of pilgrimage–2nd year–Italy)
References are to the original edition of the Années de pèlerinage, published
by B. Schott and Sons, Mainz.
*
*
*

Sposalizio (after Raphael)

[The Marriage of the Virgin]
This tender poem must be performed as gracefully and delicately as
possible. (“Grace will never go together with haste.”—Bülow.)

Measures
7–9:

The chord in parentheses (measure 8) is to be struck silently where it stands
and pedaled as indicated.
The chord on the first quarter note (measure 9) is to be played entirely
without arpeggio, as a round unit, ppp and with soft pedal (una corda).
Pedaling of measures 27–33:

The same pedaling as in the preceding example—measures 30–33—also
applies to measures 34–37.
Measure 38 and the following: both pedals.
Measure 50, first chord in the right hand:
In measures 53 and 55, the two clear “bell chimes” (the D’s in octaves)
have to “be isolated” (in sound). Begin the octaves in the left hand (measure 92)
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flittingly, veiled, piano. Then the mood gradually brightens. Beginning in the
D major chord (measure 98), bright and forte, with increasing brilliance until a
thundering fff is reached (measures 106–112).
Measure 117, first chord in the right hand:
*

*

*

Il Penseroso
After Michelangelo’s sculpture in the tomb of the Medici at Florence
(representing Lorenzo de’ Medici). Earlier editions had a reproduction of the
statue on the title-page. Likewise, a reproduction of Raphael’s painting in the
Brera gallery at Milan relates to the first piece of this cycle.
*

*

*
Motto:
«Grato m’è’l sonno e più l’esser di sasso,
Mentre che’l danno e la vergogna dura;
Non veder, non sentir m’è gran ventura,
Però non mi destar, deh! parla basso.»
Michelangelo
“To sleep is joy; to be of stone, elation,
As long as bane and ignominy reign.
To see not nor to hear is utmost gain:
Speak softly therefore; cause no perturbation.”
Michelangelo

*

*

*

“Liszt’s ‘Sposalizio’ does not describe the group of Joseph and Mary’s
espousals; his ‘Penseroso’ is no statue; his titles are neither arbitrary nor casual;
but he draws in the other art where it is purely spiritual; where space melts into
time; where the floating color shows the sphere of tone; where the spiritual entrance
of the sister art is completed in music—in feeling, in their mutuality of soul.”
L. Ramann, “Franz Liszt: Artist and Man,” vol. I, p. 528
[Trans. by E. Cowdery, London 1882, vol. II. p. 366]

*

*

*

A dark and brooding image.
I play measure 3 thus:
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In measures 23–32, the left hand non legato. Always play with the second
and third fingers alternately. These fingers are bent: they form one rigid unit
with the hand and the forearm. The pivot is in the elbow: play with a heavy,
ponderous mass.
In measures 39–42, the dotted notes dry and throbbing. The first quarter
note of measure 44 is an outcry; after that, back into darkness.
*
*
*

Canzonetta del Salvator Rosa

Salvator Rosa (1615–1673), the renowned Italian artist: a true universal
man of the Renaissance, painter, poet, and composer at once. Both the words
and the tune of this graceful, cheerful little song are his. Liszt created a delightful
adaptation for the piano.
*
*
*
Measures 1–4: the left hand alone; rigid, “businesslike.”
Measure 5 is the beginning of the charming song.
Measure 12, execute thus:
Measures 13–14 and 56–57 as at the beginning (measures 1–4—see above).
Measures 15–16: the ornament (gruppetto) to be performed slowly and
songlike.
Measure 20: the chord in whole notes, resounding and reverberant.
Measure 26: the second quarter note, ritenuto.
Measure 37: businesslike, without expression.
Measures 46–47 and the corresponding passage, measures 72–73: strike the
first (lowest) note of the arpeggio simultaneously with the high F sharp of the left
hand.
Measure 65: strike the grace-note before the left hand touches.
Measure 69: molto ritenuto; the trill is soft and lingering—not fast.
Measure 70: a tempo, swiftly toward the end. The last two measures (74–
75) very cheerful and joyous.
*
*
*

Sonetto 47 del Petrarca

In earlier editions of the sonnets the following motto is included:
«Ed il suo Lauro cresceva
col suo amor per Laura.»
[“And his laurel grew
together with his love for Laura.”]

*

*
*
Measures 13 and following, the chant free and fervent, with urgency. Do
not timidly stick to the prescribed values of the notes. Syncopation must not
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appear as such here (the character must not be agitato). Rather, let it appear
as an arpeggio-like ornamentation in both hands. I consider the cadenza in
measure 59 to be disruptive, as it destroys the atmosphere that has been created.
What I play is a mere paraphrase of the chord in measure 58:

Soft pedal

*

*

*

Sonetto 104 del Petrarca
In measures 1–4, pay attention to the staccato in the middle voices in the
right hand.
Measure 13, execute thus:
Play measure 21 and following with as full and rich a singing voice as can
be achieved.
Execution of measure 27 the same as in measure 13.
I double the lower bass notes one octave below in measures 42–44, as
notated in the preceding measures [38–40].
Measure
44, trill:

well-rounded and supple: 		
,
the upper voice: second finger of the left hand,
fourth finger of the right hand, singing.

Measure 52 and following: all runs in sixteenth notes to be distributed
rhythmically in groups of two. Technically (finger grouping) three sixteenth notes
per group in the run in measure 52.
Measure 53, distribution:
Measures 64–67: with pathos.
Measures 68–75: longingly.
*

*

*
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Sonetto 123 del Petrarca
In measure 38, the third quarter note
is executed thus:

In measures 45–48, execute, distribute, and pedal thus:

Note: In the lower stave of the above example, all notes with downwardpointing stems are for the left hand; all notes with upward-pointing stems, for
the right hand. The notes in parentheses are to be picked up silently by the left
hand.
The cadenza in measure 67
as fine as cobwebs, leggierissimo.
Next-to-last measure (83), third
Measure 58:			
quarter note in the left hand, like
this as well, of course:
		
		
(without the C).
*

*

*
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Après une Lecture du Dante
(After a Reading of Dante)

Fantasia quasi Sonata

Measures 1–2 (and all similar passages): the inscription above the Gates
of Hell. I scan these momentous intervals as trochees throughout
. Measures
1–2 to be executed with both hands:

I choose this way of notation to emphasize the trochaic rhythmic pattern:
apparently the exact opposite of the original. I cannot, however, bring myself to
perform these terrible, menacing steps in the conventional, usual way, as doing
so would reduce this passage to something unspeakably banal.
*

*
*
This fast repetition of notes (octaves, chords) has to come as it were from one
single movement. The arm drops heavily on the keys from a great height, is flung
back up with the key for an almost unnoticeable distance, and immediately depresses
the key again. The curve therefore looks like this:
d
r
o
p

w ro n g :

d
r
o
p

2nd drop

2nd drop
*

I play measure 6 thus:
		

Strike silently

*

*

I play measure
12 as follows:

Strike silently

The chords above (measures 6 and 12) are to be arpeggiated vigorously
from the lowest note upwards. The last, highest note is to be struck sonorously
by the left hand reaching over the right. Strike again silently and change pedal.
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Measures 25–34: veiled, with both pedals, like an improvisation.
Note the magnificent transformations of the main theme, which emerges in
measure (29) 35, and the feminine second theme (measure 103 and following),
made from the “rib” of the first:
Measure 35 and following: tremulous, plaintive.
Measure 54 and following: despairing.
Measure 103 and following: lofty, grandiose, with verve.
Measure 136 and following: heartfelt and with delight in singing.
Measure 147 and following: tearful.
Measure 157 and following: amoroso.
Measure 202 and following: menacing and groaning.
Measure 253 and following: purified and humble.
Measure 293 and following: in higher spheres.
Measure 309 and following: brilliant, forceful; apotheosis.
Metronome indications change. For instance, measure 35 and following
= 88; measure 54 and following = 80; measure 77 and following = 66;
measure 89 and following = 72; measure 192 and following = 76; measure
214 and following = 84; measure 342 and following = 72; measure 356 and
following = 88; measure 364 and following = 112.
*
*
*
This entire move with its grandiose intensification—measures 35–114—
has to be executed with tremulous, vibrating hands. The hands are barely lifted
off the keys. Any rapid or expansive gestures would destroy the character of this
image as well as cause premature, intense fatigue.
In measure 52, and in similar passages, the tempo ( = 88) does not permit
the right hand to continue moving in sixteenth notes.
I play measures 52–53 thus:

Note the breathing pause before the onset of the “disperato.”
In measure 77,
corresponding to the
previous (measures 52–
53) I play here as well:

etc.
to measure 80.
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In measures 80–81, eighth notes in the left hand as well.
In measure 89 (beginning at the più animato = 72) and the following
measures, four extremely short pedals in each measure. Beginning at measure
95, more pedal again.
In measures 95–102, the metrical pattern of the “inscription” (in the left
hand) is as indicated, in iambs,
.
Measure 102,
ritardando.
Measure 110,
sostenuto, with
utmost verve and
enthusiasm. I play
thus:

Also the following measures (110–114) at the same high level of powerful
enthusiasm.
Measures 115 and following
to be executed as in measure 1
and following (as trochees and
I play
with
full
force
with both hands). Measures
measure
115–123: this passage still
114 thus:
forcefully and thunderously,
as well. Measure 122 slightly
diminuendo and ritardando.

Measure 123:

Quite suddenly and without any
preparation, in measure 124 the
following magnificent episode has to
sound out with utmost tenderness,
tremulously and sighing.

Measure 128: first quarter note on the left (E) doubled with lower octaves.

Measure 135:
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Measure 136 and following: the magnificent transformation of the main
theme with heartfelt warmth and utmost songlike quality.
Measure 147: with overwhelming expression.
The threefold repetitions (measures 167 and following, 171 and following,
and 175 and following) have to be clad in different colors to prevent monotony.
Thus: first time, veiled, unrecognizable; second time, emphatically; third time,
vigorously, with verve and sonorous emphasis on the melody in the left hand.
Measure 178 with low octave on the fourth quarter
note in the left hand:
Measures 179–181 are to be played very freely, almost
like a recitative. The following distribution is an attempt at
outlining the intended rhythmical structuring:

return to
allegro

Measure 192, first sixteenth note: sforzando.
The run in the left hand, measure 193–194,
un poco marcato, no pedal; likewise in measures
195–196, 198, and 200.
Measure 227 (and three measures
previously):
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Measures 237–238,
lower stave, I play thus:

Measure 253 and the following: theme in the upper voice; thumb piano,
songlike; calm and with resignation.
Measures 273–274: the last effort of resistance, crescendo, accelerando.
Measure 275: collapse—forte—ritenuto, diminuendo.
A flat sign should be prefixed to measures 276–292.
Of course, B flat in the left hand for measures
278 and 282:

Play and pedal measures
291–292 thus:

strike silently

Measures 303–306: the octave runs with fingering in the outer voices; use
the fourth finger (and the third).
Measures 309–315: brilliant and with grandeur. The “whole” notes with
generous sonority.
Measure 316,
distribution:

I play measure 318
thus:
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Measure 327, fingering in the left hand:
etc.

Presto; metronome: the whole note,

=72.

Here (measure
342) I play thus:
The original notation cannot be executed at that speed; therefore the second
and the fifth eighth notes of each measure (in the right hand) one octave higher
throughout until measure 353.
Measure 355 crescendo, ritardando; break off suddenly, breathing pause.
Then, in measure 356, the coda begins with a thunderous sfz in the left hand.
Metronome is now = 88.
Measure 364: Maestoso, metronome = 112, unhurried. The full chords
in the left hand—that is to say, only the half notes in measures 365–368—sound
richer and “nobler” if, after the chord is vigorously sounded as it is written,
the finger striking the third is rapidly lifted from the key before the pedal picks
up the chord,
approximately
as follows:
I play measures
371–376 thus:
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Mephisto Waltz
The following scene from Lenau’s “Faust” is printed on the frontispiece of
the orchestral score:
The Dance in the Village Inn
Mephistopheles

(dressed as a huntsman, through the window)

There’s merrymaking going on!
Let us be part of it anon!
(Entering with Faust)

Forget thy tomes; here is a treat:
A gaudy, lusty wench in heat!

Faust

My mind is all confused and dazed,
And all my senses are amazed.
My blood has never been that hot.
What may it be? I know it not.

Mephistopheles

Thy burning eyes, they see not wrong:
These are the Lusts in rowdy throng,
Once banished by thy fool’s conceit,
Now they are free, and forth they fleet.
Now take just one, just take a chance
And plunge headlong into the dance!

Faust

She over there, with sable eyes,
Her snares around my soul she ties!
Her eye’s libidinous caress
Bears promise of all wantonness.
See how her rosy cheeks are burning,
Aflame with life and full of yearning!
O pleasure, rapture undefined,
To kiss her lips and drink her breath!
These swelling cushions, where my mind

Dissolves in ecstasies of death.
How her two breasts in sweet desire
Are longing, full of passion’s fire!
Her body, buxom, slender, tight—
Let me ensnare it with delight!
Ah, how her locks in raven sheen
Impatiently all order braving
Afloat around her shoulders waving
As lust’s alarum bells are seen!
I cannot look at her much longer:
My mind grows faint; my craving, stronger!
And yet I lack determination
To offer her my salutation.

Mephistopheles

Forsooth, they are a funny lot,
Of Adam in his sin begot.
He’s made a pact with Tophet’s flame,
And now he trembles of a dame.
Ah yes, she has got some appeal,
Yet far more longing does she feel.
(To the musicians)

Good people, may I say, your playing
Is scarcely more than sleepy braying.
For drowsy legs and sickly air
Your waltzes are the proper fare,
And not for fire of youth unspent.
Come on, give me thine instrument!
And I will play you different measures,
And dancing you will feel new pleasures.

The huntsman is given a violin,
He presently plays with infernal din.
Then well and wane his jesting tones
Like blissful erotic wailings and moans.
Like pleasant whispers, certain and daring,
In sultry nights sweet love declaring.
And then a falling and heaving and swelling —
This is how watery waves are welling
Round a maiden’s naked body gleaming.
Then over the murmur a terrified screaming!
The maiden is frightened, and succor she heeds:
A lad, all aflame, leaps forth from the reeds.
11 G a ls ton, Stu d ienbu ch.
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The sounds, each other hatefully clasping,
Are struggling, entwined, interlocking, and grasping.
And the virgin, after prolonged distress,
Is forced by the man to endure his caress.
There a wooer is pleading, a woman is tender,
And we hear how he does then with kisses befriend her.
Now three notes at once are each other subtending,
Like two lads that over one girl are contending.
One loses, falls silent; the two that remain
Each other in loving embraces sustain.
Then are these two voices melded in one;
On libidinous scales to the summit they run.
And more fiery, more raging, more frenzied and veering,
Like a virgin’s moans and a strong man’s cheering,
The fiddle pours forth most provocative dances;
The crowd dissolves in bacchanalian trances.
And the village fiddlers are franticly raving
And hurling their fiddles onto the paving!
And caught up in the magical din
Is whatever is breathing in the inn.
The sounding walls with envy are shaking,
For in the dance they are not partaking.
Yet Faust, before all others, and his brunette
The entire world in their swirling forget.
He’s clasping her hands; he’s mouthing his plight,
And out of the door they are dancing in flight.
Out of the hall and through arbors they bound,
Pursued by the violin’s magical sound.
They reel into the shadow the forest provides,
And softer and softer the music subsides.
Fleeting tones weave through the foliage above
Like voluptuous, wanton dreams of love.
Then the nightingale in fragrant hedges
Strikes up her sweet and tuneful pledges,
Which entice even more the lovers’ desire,
As though the musician were on Satan’s hire.
And excessive longing pulls them down,
And in an ocean of pleasure they drown.
Lenau [Trans. Thomas Lederer. Used with permission]

*

*
*
There is also a piano transcription of the orchestral version, that immortal
work of art. Besides several rather interesting passages, this transcription
contains many instances of unnecessary brutality and banality. Overall, it is
written in such a “summary” manner that it seems reasonable to assume that it
was not even prepared by Liszt himself.
Busoni reconstructed it, and in so doing provided the piano with a work full
of marvelous nuances and sound effects, which is indeed a beautiful and worthy
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conclusion to his series of transcriptions, primarily of organ works by Bach.
The title of this edition, which is the one I am using, is this:
Episode from Lenau’s Faust
The Dance in the Village Inn
(Mephisto Waltz)
by
Franz Liszt
Newly arranged for the pianoforte,
following the orchestral score,
by
Ferruccio Busoni
Published by J. Schuberth & Co.
Leipzig
*

*

*

Opening: quasi presto, metronome = 138.
In the orchestra score, the following remark is found: “Note to the conductor.
The piece is to be conducted almost throughout in 4/4 time.” This also must
guide the pianist’s imagination. Therefore, the first sixteen measures as follows
(as if four measures):

I play measure 91 and the following (page 3, line 6, measure 6 and the
following) with this distribution:

Measure 97 (page 4, line 1, measure 5) the tempo gradually slows (meno
mosso) and turns into a raucous peasants’ dance in line 3 (metronome = 96).
Page 5: Vivamente, metronome = 116.
11*
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Page 5, line 1, measures 1–2 and 5–6
(measures 135–136 and 139–140) and in all
similar passages: thumb of the right hand
emphatically, fifth finger faintly:
Execution of the trill page 5, line 2,
measure 3 (measure 143):
Page 6, line 1, measures 1–4 (measures
167–170) the middle voice in the right hand,
somewhat emphatically:
Page 6, line 5, measures 1 (measure
193) I use the following fingering:
Page 7, line 5, measures 1–2 (measures
229–230), fingering and emphasis same as page 5, line 1, measures 1–2.
Page 7, line 5, measures 7–8
(measures 235–236), fingering in
the right hand:
Page 8, line 4, measure 2 (measures 257–264), middle voice in the right
hand somewhat emphatically.

Pa g e 9, l ine 2,
measures 3–5 (measures 274–276), fingering in the right hand:
Page 9, line 4, measures 1–4 (measures 283–286), fingering in the right hand:

Page 10, line 1, measures 4–5 and line 2, measures 5–6 (measures 295–296
and 303–304), the thumbs of both hands standing out prominently in the two
first eighth notes.
The brutal, raucous tone must be maintained up to page 10, line 5,
measure 12 (measure 336). No restraint! At measure 1 on page 11 (measure
337), un poco meno [mosso] (metronome
= 104–112) the atmosphere
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changes in a rather surprising and remarkable way. This may be the strongest
contrasting effect ever assigned to the piano. All rustic traits are washed out and
gone; the waltz remains, but the diabolical one, slender and pliable, sensuous and
libidinous, is now leading the dance.
Page 12, line 3, measures 5–8 as opposed to line 4, measures 1–4 (measures 389–
392 as opposed to measures 393–396): the former four measures stand in contrast
to the latter. In the former, the pedal is depressed very briefly on the first beat; the
latter need long pedaling.—Likewise in lines 5 and 6 (measures 397–400 as opposed
to 401–404).
Page 14, line 3, measure 3 and the following (measure 459 and the following):
Variant fingering and distribution:

Page 20, line 1 (measures 595
and the following): “Very calmly
(but always in time),” metronome
= 88–96. A wholly novel and
enthralling sound phenomenon
on the piano!
This must be played with much “inspiration.”
Page 22, line 1, measure 1 (measure 651 and the following). The chord
on the first beat (in the left hand) must fall sonorously, sfz, and immediately the
entire area has to be veiled in a sultry haze, which surges up and down, and
there are the voluptuous sighs in the right hand. Beginning at line 5, measure
1 (measure 667), more mechanically until on page 23, measure 2 (measure
678 and the following) the coarse peasants’ dance (tempo vivace, metronome
= 112) is again audible from afar.
In the following measures I play the right hand one octave above: Page 24, line
5, measure 4—Page 25, line 1, measure 4—line 3, measure 4, line 5, measure 4
(measures 717, 725, 733, 741).
Page 26, line 1, più energico (measure 742 and the following). Metronome =104.
Page 27, line 2, wild, presto (measure 778 and the following). Metronome =104.
The same metronome throughout until page 29, line 1, furioso (measure 839
and the following). Metronome = 88.
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Page 29, line 1, measure 4 (measure 839) and the following ones, which are
similar: rattling, clattering.
Page 30, line 4, vivace fantastico (measure 872 and the following).
Metronome = 126.
Page 31, line 4, measure 1 and the following (measure 904 and the following):
hold the tone well

no pedal

no pedal

Page 32, line 2, measure 3 (measure 923). The chord to be played with both
hands, reverberating strongly.
Line 6, (measure 930), presto. Metronome = 176, unchanging until the last
beat.

The last three beats
of the piece I play thus:

*

*

*

Heroic March

in the Hungarian Style
by

F. Liszt

Newly edited
by

Ferruccio Busoni

Berlin: Schlesinger’s Book and Music Shop
(Rob. Lienau)

*

*

*

“This march, too, has become significant. The composer later used it as
the basis for his grand symphonic poem “Hungaria.” He establishes here the
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gloomy, resolute character, the basic tone and motivic contours of the Andante
marziale, so to speak.” L. Ramann, “Franz Liszt : Artist and Man,”
vol. 2 pt. 1 p. 53.

*

*

I distribute
measures 1–2
thus:		

*

and by analogy in
measure 6 etc.

Measures 10–12,
fingering:
Trills without nachschlag [ending turn].
Measure 39, fingering in the
right hand:
In measure 51 and the following, I play in the right hand, without
arpeggiating:
etc.

Measure 58:

Measure 69 and the following, left-hand variant for players with small
hands:

etc.
In measure 111 and the following, I play the variant in small print (above).
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Measures 122–126, left hand, fingering etc.

or:

or:

In the right-hand
passages, measure 164
and the following, the
last digit of the second
finger has to be strongly
bent inwards.

or:

Measure 154 should
read:

I play measures
180–181 thus:

168

*

*

*
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Reminiscences
de

Lucrezia Borgia
Grand Fantasia
Second Part: Drinking Song (Orgy)—Duo—Finale
(Second edition of the Fantasia, completely revised, corrected, and augmented
by the author and performed by himself at his concerts in Paris and Vienna)
Vienna, published by Pietro Mechetti, formerly Carlo
(Current Publisher: Aug. Cranz, Leipzig)

*

*

*

Measure 15,
fingering:

Measure 18, last eighth note in the right hand,
fingering:
Measures 56–57, fingering in the
right hand:
After measure 92, I add what I remember from Busoni’s interpretation of
this passage:
Measure 92:

Measure 101, first eighth
note:
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Measure 109:

Measure 132 and the following: glissandi with

4
2

(or

4
1

).

Measure 144 and the following, fingering:
			

etc.

Measure
146, left
hand:

Measure 167 and
the following:
Measure 252 and the following, fingering in the right hand:

etc.

Measure 255, I play thus in
the left hand:

etc.

In measure 256 I double the bass on the first eighth note:
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I play measures 288–
289 thus:

Measure 295 and the following: Version below, the thirds with
martellato.

4
2

throughout:

Measure 298, right
hand, fingering:

Measure 302, right hand, grouping:

In measure 303, I use the following fingering for the left hand:

Measure 304:

Measure 305:
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Measure 306 in analogy to measure 304.
Measure 308: all sixths in the left hand with

2
5

.

I play measure 362 thus:

Measure 393 and the following, right hand, simplified:

etc.

*

*

*
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BRAHMS
The comments regarding the following compositions are based on the
original editions by Simrock (for the Paganini Variations and the waltzes the
publisher is J. Rieter-Biedermann, Leipzig).
*
*
*

Variations and Fugue

on a Theme by Handel
Op. 24
Handel himself wrote variations on this theme (for the keyboard); it is
interesting to see what Handel does with the theme, or rather, what he does
not do. There are few masters who succeeded in imbuing this much-maligned
form with spirit, imagination, and poetry. At the very top, and towering above
all other creations of this kind are these: the “Goldberg Variations” by J. S.
Bach; Beethoven with several compositions, especially the 32 variations, and
the immortal “sphinx”—the 33 “Diabelli Variations”; and Brahms’s Op. 24
and Op. 35.
Far be it from me, however, to support with this list the mania of the “three
great B’s,” a most unfortunate and calamitous play on words by the noble,
courageous Bülow.
*
*
*
Theme, aria: As regards the bad habit of shortening and hurrying through
these sixteenth notes (measure 1, third quarter note), it
must be stressed that this figure should be performed
“vocally.” The player may want to sing the phrase to
himself:
Execution of the trill,
measure 1 and following:
To execute the trill in measure 4, count in sixteenth notes:

*

*

*
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Variation I: Resolute, bold.
The last two eighth notes (left hand) marked especially firmly.
In measure 4 (and also in measure 8), the run in thirty-seconds with a
strong crescendo; however, the highest note (C ) should already be noticeably
diminished in volume. (See the “cresting wave movement,” page 101.)
Phrasing and pedaling in measure 5 and the following ones:

without
*

*
*
Variation II: Flowing, with graceful animation.
Measure 7, the middle voices somewhat
prominent:
*

*

*

Variation III: Playful
There is a risk of a shift in beat and rhythm, as there is a chord on the
unaccented beat and a single note on the accented beat. Therefore, place
deliberate, pronounced
emphasis on the accented
beats throughout, in the
following manner (shown
for measure 1):

*

*
*
Variation IV: Virile and with splendid brilliance.
This variation should be practiced in all 12 keys—always with the same
fingering.
No ritardando in measures 4 and 8. Indeed, ritardando should be used
very sparingly in these variations in general. In measure 4, be sure to count.
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Do not skip over the fourth quarter note! Execute the sf forcefully and resolutely
where indicated.
*
*
*
Variation V: Expressive, singing.
Eight pedal changes in each measure.
*

*
*
Variation VI: Canon in the octave; mysterious, crawling.
Originates from the mood that dominates the canonical intermezzo part of
the scherzo in Beethoven’s sonata Op. 106.
An even mp throughout the entire variation. Soft pedal. The right hand
takes the lead in the first half, the left in the second half. In both instances—for
the right and for the left hand—the upper voice (fourth and fifth finger of right
hand, thumb of left hand) more sonorously than the lower voice.
*

*
*
Variation VII: Hunting music, lively.
Three horns; each part equally strong and prominent. Note: The repeated
notes of the upper part strictly rhythmical and resounding!
*

*
*
Variation VIII: Pedal point; rapidly flowing.
Measures 3, 4: Middle voice prominent.
Measures 5, 6: Upper voice espressivo.
Measures 9, 10: Middle voice expressive, singing.
*
*
*
Variation IX: Double pedal point;
passionately.
Sustain maximum sonority of the
pedal point by vibrating pedal. The chord
on the fourth quarter note has to come as
a surprise (without a preceding diminuendo),
therefore (measure 2):
In measure 8, play the last sixteenth note on left (octave F sharp) one octave
lower and arpeggiated.
In measure 10, play last sixteenth note on left (octave B flat) one octave
lower and arpeggiated.
*
*
*
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Variation X: Wild, ghostly procession.
Measure 5, fingering on right:

Do not tie

*

*
*
Variation XI: Tender song; semplice (simply)
Pedaling in connection with the preceding variation as shown below:
		

without pedal
First part (measures 1–4) with soft pedal.
*

*
Variation XII: Clarinet solo; not slowly.

*

*

*
*
Variation XIII: “Funeral march. With measured steps, severe. Like a funeral
procession.” *)
The basses very heavy and powerful.—In
measure 9, the third on the fourth quarter note
can be taken with the left hand, immediately
followed by a silent change-over to the right
hand:
Likewise at corresponding places of the following measures.
*

*
*
Variation XIV: Unbound, merrily rushing along. Fingering:

______
*) This is the wording of the title of the first movement of Gustav Mahler’s Fifth
Symphony.
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*

*

*

Variation XV: Triumphant.
In the octaves of the right hand (first, sixth, and eighth eighth-note in
measure 1, etc.), the upper voice (fifth finger) should be very sonorous; the
thumb somewhat more subdued.
Concentrate firmly on
Measure 8,
the “technical” grouping
fingering of right
indicated by the brackhand:
ets. This will be very
helpful in executing this sequence with confidence.
*
*
*
Variation XVI: Capriccio; a juggling act.
The eighth notes of the right hand with a sharp, flute-like sound. The
eighth notes of the left hand like pizzicato basses. Both voices without pedal.
However, the sixteenth notes with pedal.
*
*
*
Variation XVII: A rich musical image.
The eighth notes of the right hand need to drip. In every measure, the
second, third, and fourth quarter notes (on left) are to be emphasized, as they
carry the theme. Pedaling as indicated below in order for the pastoral fifths to
be effective:
		
etc.

Note: Very rapid pedal changes; the change must already be completed
before the finger has left the key.
*
*
*
Variation XVIII: A serpentine veil dance.
The undulating, graceful sixteenth-note figure—the hidden, veiled body
of the theme—must be sensed. Mark the beginning of the measure (accented
beat) somewhat, in order for the syncopated character of the thematic figure (in
quarter notes and eighth notes) to become noticeable.
12 G a ls ton, Stu d ienbu ch.
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Fingering:

*

*
*
Variation XIX: Sicilienne; with graceful movement.
Throughout, the embellishment belongs either to the “alto” (middle part of
the right hand) in the first and third stanza, or to the “soprano” (upper part of
the right hand) in the second and fourth stanza.
In measures
9–10 (and 13–14), I
take the tenor with
the left hand:

*

*
*
Variation XX: A procession of the grief-stricken.
Mournful song. (Upper part!)
Legato, supported by pedal:
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In measures 13–16, I particularly bring out the following accompanying
voice (though the upper voice maintains its dominance):

*

*
*
Variation XXI: Tenderly consoling.
Bülow comments, “The grace-notes by themselves outline a thematic idea;
here you can see how Brahms composes, how he thinks musically.” (“Studies
with H. v. Bülow,” by Th. Pfeiffer.)
This variation is to be played with very gentle and delicate coloring and
melodic line. The second half alluring, caressing.
*

*
*
Variation XXII; Scottish bagpipes.
The characteristic rattling middle voice:
and the fifths between this voice and the bass must be brought out glaringly as the
droning quality of the bagpipes. One steadily rising crescendo from p (measure
1) to ff (octave A in the right hand in measure 6) and a gradual diminuendo from
this point on through the end of the second part and its repeat, until it fades to
ppp, might evoke the image of the musician who is approaching and walking
away again.
*
*
*
Variations XXIII and XXIV: Wild hunt.
These two variations are the only ones where I do not observe the repeat
signs in public concerts since these variations already contain the repeat within
them. This should be a wild charge, eerily menacing at first, from afar, beginning
p, then gradually swelling and reaching its climax with the first chord of
variation XXV, the final one.
Take note of this characteristic figure and execute it exactly as indicated:
Variation XXIV, measure 1:		

*
12*

and later on, measure 5:

*

*
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Variation XXV: Triumph.
			
Measure 1
Pedaling:

In this variation, I play all the run-ups
in thirty-second notes doubled, for example
in measure 2:
Measure 6: The leaps will
always be struck accurately if
the player does not think of the
(musical) meaning, i.e., not thus:

etc.

Rather, one should concentrate
firmly on this grouping (as shown
by the brackets):

etc.

In addition, make sure that the thumb takes the place of the fifth finger
immediately (as indicated in the last musical example above).
I play the two final sixteenth notes in measure 8, left
hand, as follows (only for the repeat):

*

*
*
Fuga: The culminating achievement of the work; apotheosis.
Keep the tempo of the fugue the same as that of the preceding variation—
approximately metronome
= 104.
The entering theme (measures 1–2) is to be played with the left hand.
Measure 7, fingering:

Measure
7, left hand:		

With a strong contrast
in touch between the
two voices.
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In measures 13–17, the sonorous tapping of the repeating outer voices
framing the middle voices flowing in legato.

Distribution in measure 27, second and
third quarter note:
In measures 33–36, the lyrical episode; performance very mellow and calm
(un poco sostenuto).
In measures 39–41, short, dry bass figures, no pedal.
In measures 42–43, the upper voice in the left hand (inversion of subject)
should sing out prominently.
In measures 49–52, left hand, a strong man acting magnificently
(augmentation of subject).
In measure 55 and the following, right hand, a little man acting boastfully;
parody.
I move the “espressivo” from measure 61 to measure 62 and the following
(in the left hand, the upper voice expressive and singing).
Measure 67 and the following with very little pedaling. After the first
sixteenth note of measure 75, things come to a halt; a long breathing pause.
Measures 78–79, fingering on left:

Measure 81, fingering on left:
In measure 83 and the following, do not slow the pace.
In measure 96 and the following, do not speed up.
In measure 100 and the following, the chain of chords is an inexorable and
unstoppable descent. In measure 102, no break between the second and third
quarter notes!
From measure 104 to end, always play the figure
in the right hand with this finger group: 42 51
In measure 109, I intensify:
*

*

*
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Two Rhapsodies, Op. 79
Op. 79, No. 1, B Minor
Metronome
= 112. Wild and defiant.
Measure 22, suddenly very mellow and full-sounding; apply the soft pedal
for this one measure.
Measure 30 and the following, in a narrating, simple mood; without undue
sentimentality.
Measure 39, here it becomes warlike.
In measure 67, the main theme appears to be somewhat weary—sentimental.
In measure 71, it is rallying once more, off to a mighty start, storming
forward. Abruptly, a yawning abyss opens up and everything grinds to a halt: at
the third quarter note in measure 86, a heavy fall—sf (measure 86).
Be sure to continue measure 87 with the
correct articulation:
Measures 89–93, pedaling as follows:

strike silently
silently
strike

Measure 94 and the following: The trio movement immersed in a soft, silvery
light. The sustained upper voice (in whole notes) sonorously. Second pedal.
Measures 220–225:
crawling

In measure 226, the counter voice (upper voice) that is now entering should
perform a melancholy duet with the melody in the bass.
*
*
*
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Op. 79, No. 2, G Minor
Metronome
= 116.
The melody in the right hand (upper voice, in quarter notes) is to be
performed in an exuberantly enraptured manner, in flowing continuity and a
very florid tone. This is very difficult here from a purely technical point of view
as well.
Measures 10, 12, 13: galloping.
In measure 13, the phrase beginning after the fermata ( ): imploring.
very expressive; likewise
measure 48.

Measure 40:		

Measures 54 and following, brusque and menacing. Little pedaling.
Measure 65 and following:
Like a breath from the grave. Think of
the range of moods of the chords in
Schubert’s “Death and the Maiden”
grimly, in measured steps
or the prevailing mood in the “Vier
ernste Gesänge” (Four Serious Songs)
by Brahms.
Everything else in these measures (65 and following) very much in the
background.
Measures 83–85:

Note: The highest note (in the right hand), B flat (at mark x), is already in
the diminuendo zone. The sf short and crisp.
third quarter note

In measure 109, I play:
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Measure 110 and following: The left hand very crisp and “marcato”; the
sixteenth notes tend to be somewhat shortened.

Measure 114:

In measures 116–123, no ritardando! Carefully observing the rhythmic
changes while keeping strict time will already lead to a “quasi ritardando.”
Measure 116 and following:

vibrating pedal

no pedal

*

*

*

Klavierstücke (Piano Pieces), Op. 119
Intermezzo, B Minor
The emotions of a lonely, brooding lover.
Tempo leaning toward andante; metronome approximately
= 66.
Beginning with measure 17, a brighter, more cheerful mood makes its
entrance, with something like joyous hope shining through, ever so briefly,
in measure 24, only to sink back into melancholy, sorrow, and brooding soon
afterwards.
Measures 61–62, left hand, expressive:
*
184
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Intermezzo, E minor
The maiden speaks.
The middle section, beginning in measure 36, is resonating with the most
blissful joyousness, swaying in Viennese style.
Measures 76 and 77, with some hesitation.
In measures 98–100,
the middle voice somewhat
prominent:
Pedaling in the final two measures
(104–105):

*

*

*

Intermezzo, C Major
Roguish, capricious.
The voices must be differentiated by nuances of touch:
Voice 1: to be played close to the keys, pp, dull, lusterless
Voice 2: mp to mf, quasi staccato, free, coquettish
Voice 3: p, leggiero
Measure 25, to be played somewhat hammered, without pedaling; likewise
measure 29.
The run in sixteenth notes in measure 44 (and
also in 48) like a somersault, without pedaling.
Measures 63–64, fast, without applying the
pedal; depress pedal briefly only at the first eighth
note in measure 65.
I play the two final chords as follows:
*

*

*

Rhapsody, E Flat Major
This rhapsody, the ironclad one, is quite orchestral in nature. That is good
and bad, in a sense—good, because the piece contains a wealth of colors and
images; bad, because it is not pianistic.
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Metronome
= 69 (each measure equals one beat).
In measures 24–25, the chord
in half-notes has to dominate both
measures (tonally).
Measures 39–40, fingering in
left hand:
Beginning with measure 65, meno mosso; metronome
= 58, gloomy,
menacing.
Beginning with measure 93, grazioso; metronome
= 168.
The melody				
etc. has to stand out above
							
the arpeggios. Therefore, a
very carefully nuanced treatment of the arpeggios is required here.
In measure 133, continue the last tempo.
Measure 153, animato; = 76.
Measures 215–216, ritardando; fingering in analogy to measures 39–40.
Measure 217, tempo primo; ( = 69).
Measures 235–236, ritardando.
Measure 237
and the following,
fingering:		

Continue this fingering up to
measure 246.

In measures 248–251—in the right hand—I play thus:

I take everything else with the left hand. Only from measure 252 on do I
follow the distribution that is indicated. Measures 252–253 forcefully, with crisp
accentuation.
In measures 256–257, a
powerful crescendo supported
by strong accentuation in the
left hand, thus:
*

*

*
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Eight Waltzes from Op. 39
Originally written as “four-hand duets for the piano,” but later arranged
also for piano solo by the composer.
*

*

*

These waltzes grew in Viennese soil, the soil which nourished Mozart,
Schubert, and Johann Strauss. Swaying rhythm: imperceptible shortening of
the first quarter note. Compare Schubert’s Ländler.
*

*

*

No. 1, B Major
In the repeat, I tie the F sharp
(measure 8) with accentuation to the
F sharp of the subsequent measure:

suddenly p

Linger a bit on this F sharp, which is
sounded out somewhat isolated. Do the
same when going on to the repeat of the
second part:
*
*
*

No. 2, E Major

Measures
14–15, the
left hand,
espressivo:

*

*

*

Measure 18,
first quarter
note on right,
I play thus:

No. 3, G Sharp Minor

Measures 14– 				
15, fingering:					
*

*

Measure
18:
*
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No. 4, E Minor
As a transition
from this waltz to
the waltz in B flat
major (no. 8) I play
this:
*

*

*

No, 8, B Flat Major
The three eighth notes at the beginning of each measure should be well
sustained.
Measure 8, left hand, I play
thus:

suddenly
pp

Measure 26:		

*

*

*

No. 14, G Sharp Minor,

alla zingarese (in gypsy style)
The left hand imitates the cimbalom (hammered dulcimer) of the
Hungarian gypsies. Very staccato.
Measure 11, suddenly piano.
Measures 13–16, forte; measure 17, suddenly piano.
The left hand in measures 17–20 (only in these measures) legato.
*
*
*

No. 15, A Flat Major

very mellow

In measure 3, and in similar places of the waltz,
the execution of the appoggiatura:
*

*

*
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No. 16, C Sharp Minor
I add this to the waltz in A flat major as a “trio.”
In measures 1–8, the two voices in the right hand each with a distinct,
expressive execution.
Measures 9–16, the same two voices inverted.
Measures 17–24, the upper voice in the left hand very expressive.
After the repeat of the second part of this waltz, I play the A flat major
waltz “da capo” without repeat
of the first part, and I skip from
measure 15 to measure 30,
thus:
*

*

*

Studies for the Piano
Variations
On a Theme by Paganini
Op. 35
These “studies” are more than mere studies—sketches—in every respect.
From the point of view of keyboard music, these variations are likely the
pinnacle of Brahms’s compositions for the piano, but they also rise far above the
level of any technical sketches that are to be expected under the title “studies”
by virtue of the wealth, depth, and emotion of their musical ideas.
*

*

*

Book I
Theme. Metronome = 104. Execution of the appoggiatura always in
“modern” style, before the main beat.

Measures 6–7, execution:						 etc.
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Do not linger on this note; rather, pass over
it quickly and cursorily. Accent is on the
preceding (fifth) sixteenth note, E.

Measure 11,
sixth sixteenth note:		

*

*
*
Variation 1. Metronome
= 126.
Preparatory and parallel exercises for the first two variations.
Exercise 1:
etc.

etc.
etc.

Use this fingering throughout the entire variation. Practice each hand separately;
first the right hand (with the fingering indicated above the staff), then the left
hand, two octaves lower (with the fingering indicated below the staff).
Exercise 2:			

etc.; follow instructions for exercise 1.

Exercise 3:
		
etc.

The sixths slow and legatissimo, using the fingering indicated above. The
middle voice in both hands always to be played with the third finger. Its note
values very much shortened throughout. Follow instructions for exercise 1 in
everything else.
Exercise 4: Wrist exercise; add the upper octave to the right hand part
(doubling of the lower voice), and add the lower octave to the left hand part
(doubling of the upper voice).
Right hand:				
Left hand:
etc.
		
					
etc.					 etc.
etc.

In addition, the “51 Exercises” by Brahms (published by N. Simrock,
Berlin) are recommended as a study resource. (For these variations in sixths, see
in particular exercise 4.)
*
*
*
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Measure 9, fingering:			
*

Measure 11:
*

*

Variation 2. Metronome = 126.
5 5
Fingering in measures 5–8 and 17–24, in the right hand, always 41 41 .
However, if the middle part in the right hand is a black key, the third finger
should be used.
*
*
*
Variation 3. Metronome
= 116.
In measures 1–4 and 9–16, the right hand has to move to the right with
a jerk (pivoting around the fifth finger) at the sforzando. Alternately, the thumb
instead of the fifth finger may be used for the sforzandos in these measures. This
will create more contrast since these measures should sound bright, whereas
measures 5–8 and 17–24 should sound as if veiled (second pedal).
*

*

*

Variation 4. Metronome = 88.
See numbers 5a, 5, 6a, and 6 of the “51 Exercises” by Brahms.

Execution of the trills in this variation, in
the right hand, and left hand:
In measure 9 and the following, the lower voice in the right hand should be
slightly more prominent; similarly, in measure 17 and the following, the lower
voice in the left hand.

In measure 24, seventh through twelfth
sixteenth note, I play:

*

*

*
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Variation 5. Metronome

= 92.

Measure 1,
left hand:

After the shift in the meter which comes about by executing the phrasing
exactly as indicated, the two octaves (marked x x) serve to re-establish the
original metrical framework. Execute them short, resolute, and with this
declamation:
.
In measure 9, the A in parentheses (on the first eighth note) should not be
struck in the repeat.
Measures 15–16, molto ritardando.
*

*

*

Variation 6. Metronome
= 116.
As a rhythmic variant to assure the accuracy of the leap, shift the rest in the
left hand (sixth eighth note) to the second eighth note beat:

Measures 1–2:

*

*

*

Variation 7. Metronome
= 144.
Play the outer voices in the right and left hand with the fifth finger on white
keys and with the fourth finger on black keys.
Regarding the leap (from the first to the second eighth note), take care not
to lose so much time that it will result in changing the 6/8 time to 7/8 time, as
is sometimes the case. I suggest the following rhythmic-technical exercise.
Practice in this rhythm:						

etc.
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Therefore, play thus in measure 1 and the following:

etc.
Continuation of the
exercise, measures 13–14, 						etc.
for example:		

Consequently,
in measure 13:						

etc.

		
Here and in all similar places, the note
indicated with an x must be accentuated
and well sustained.

Measure 2,
left hand:
Measure 6, fingering
in the right hand:

Measure 10:		

*

*

Measure 12:

*

Variation 8. Metronome
= 126.
The “musical idea” can be illustrated with the following variant:
13 G a ls ton, Stu d ienbu ch.
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Measure 1 and the following:

etc.

4 times

Play thus through the entire variation.
In order to assure the accuracy of the leap, practice the following rhythmic
variant:
etc.

Therefore, in
measure 1 and the
following:

etc.

Play thus through the entire variation.
*

*
*
Variation 9. Metronome
= 126.
As a technical exercise, I play this variation at metronome
follows:

= 126 as

phrasing as legato as possible

Right hand:		

etc.

Left hand
(to be modeled
upon measure 5
and the following):
194

etc.
phrasing as legato as possible

*

*

*
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Variation 10. Metronome
Measures 9–12, pedaling:

= 76 (–80).

									

etc.

Play the chord marked with x sonorously and well sustained.
*

*

*

Variation 11. Metronome
= 108.
Carefully observe the pp indication for the right hand and the p espressivo
for the left hand. Note: Measure 5 and the following with the soft pedal.
Fingering, left hand,
measures 1–2:

Fingering, right hand,
measure 2:

Measure 16, execution of the trill:
*
Variation 12. Metronome

*

*

= 88.

Preparatory 					
exercise:					

in all twelve keys (always
using the same fingering).

Use the same fingering for the original passage.
13*
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Another
preparatory
exercise:		

in all twelve keys (always using the same
fingering).
*

*

*

When playing the second part of this variation (measures 5–12), make the
right hand part stand out somewhat the first time through, and the left hand
part the second time.
I play measures
11–12 in the left hand
as follows:
*

*

*

Variation 13. Metronome
= 108.
The difficulties of octave play (regarding the span) cannot be considered
overcome unless playing in tenths has been mastered first. Generally speaking,
a difficulty has not really been mastered unless a difficulty of the next higher
category has been conquered.
General fingering for the upper voice of the right hand:

Measures
1–2:									etc.

Measure 1, execution of the appoggiatura with the
right hand and the arpeggio (with the left):

Both appoggiatura and arpeggio must be taken very fast; however, the
appoggiatura should be very sonorous and “détaché.”
On the repeat of the second part of this variation, I play the glissando in
measure 11 as follows:
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As a variant, use the third and fourth finger in the upper voice of the right
hand instead of the fourth and fifth finger.
*
Variation 14. Metronome

= 80.

*

*

Measure 1, on
Measure 1, on left:
right:					
In this passage and similar ones in the first 17 measures of this variation, I
repeat without changing fingers.
Initially, three repetitions instead of two may be practiced as well, as shown
in this variant:

Measure 23, on left, second eighth
note: play either						

or

Measure 24, last sixteenth note, fingering:
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Measure 30, on left, with this
accentuation:
Exercises for the left hand for measures 52–57:

In measures 101–
103, I play:

*

*

*

When performing both books one after the other without a break, variation 14 of
the first book should not appear to be a conclusion.
When I continue immediately with the second book, before its first variation
I play the theme, piano, and with soft pedal, like a reminiscence.
*

*

*

Book II
Variation 1. Metronome = 84.
Practice especially nos. 24a, 24b, 2a, and 3 from the “51 Exercises” by
Brahms.
Measures 1–2, fingering in
the left hand:
Measure 4, left
hand:
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Measure 5, right hand,
fingering:

For measures 17–24, one should practice nos. 25a, b, and c from the “51
Exercises.” Wherever possible, I use sliding fingering (“Rutschfingersatz”) in
these measures (in the right hand), as shown in the examples below. Measure
16, fourth eighth note:		

			

Measures 17–18:

Measures 23–24:
*
Variation 2. Metronome = 132.
Exercise for the left hand:

*

*
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The quarter notes and eighth notes should be sustained as indicated if
possible, with good pressure. (Strengthening of the fourth finger.)
*
Variation 3. Metronome
Preparatory exercise:
		

= 104.

*

*

etc., throughout the
entire variation.

Fingering, measure 4, in the
right hand:
*

*

*

Variation 4. Metronome = 120.
Swaying, in the manner of a slow Viennese waltz. Imperceptible shortening of
the first eighth note of each measure.

Measure 1, appoggiatura always before
the beat, arpeggiated on left:

*
Variation 5. Metronome

*

*

= 69.

Exercise 1:								etc.

through the entire variation.
Measure 4, fingering in the
right hand:
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4 times

Exercise 2 			
(for measure 4):

4 times

4 times

Measures 11–
12, fingering:

Exercise 3 (for measures 11–12):

*

*

*

Variation 6. Metronome
= 60.
The short grace-note always with the third finger of the left hand.

Measure 11, I play
thus:
At the repeat of the second part of this variation, I play measure 8 as follows:

*

*

*
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Variation 7. Metronome

=132.

The following rhythmic variant is recommended for practice:
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This variant offers an opportunity for a
good “physical exercise” of the fourth finger
of the right hand: In the variant above, try
to use the fourth finger starting at measure
5—as indicated by the (4) notation—and
continue in this manner until the end of the
variant.
*
*
*
Variation 8. Metronome
= 84.
I play the version in small print (lower version) of this variation.
The following exercises are to be played in all twelve keys (chromatically
ascending and descending).
Right
etc.
hand:									
and
etc.
inverted:								
On the
left:									

etc.

and
etc.
inverted:								
*
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Variation 9. Metronome = 96.
In this variation, the hands should glide across the keys producing an
almost glissando-like effect, in order to create a quasi-legato. Dynamic intensity
between p and mf.
Exercise 1: Play the entire variation in the following variant:
		

									

etc.

Exercise 2. Right hand:
slow

And, in analogy to this, two octaves lower with the left hand.
This variation should also be practiced in the following rhythmic pattern
(dotted sixteenth 							
etc.
notes instead of even
sixteenth notes):
*
*
*
Variation 10. Metronome
= 76.
I play measures 12–13 as follows:

*

*

*
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Variation 11. Metronome = 120.
Exercises: with each hand separately, through the entire variation; with the
left hand playing along symmetrically corresponding.

.

Exercise 1:							 etc.

		

The left hand correspondingly.

Exercise 2:							 etc.
		

The left hand in analogy.

Exercise 3:						 etc.
			

The left hand in analogy.

Exercise 4:						 etc.
			
The left hand in analogy.
For exercises 5 and 6, refer to no. 29 in the “51 Exercises.”
The inner part should be practiced by itself, (a) legato and (b) staccato:
Right hand:				
Left hand:
					 etc.					 etc.

The original variation should be practiced in all twelve keys, always using
the same fingering.
The successful performance of this variation is greatly enhanced by
concentrating on the progression of
the octaves (both in the right and
left hand):
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Measure 6 in the left hand should,
of course, read as follows:
*

*
*
Variation 12. Metronome
= 54.
Play deliberately in 6/8 time throughout the entire variation; in other words,
a pulse of two beats per measure
. Likewise in measures 2, 4, 6, etc.
*

*
*
Variation 13. Metronome
= 88.
The first part of this variation may be played with the upper voice of the
right hand dominating in measures 1–2 and the upper voice of the left hand
dominating in measures 3–4. Alternatively, play measures 1–4 with the upper
voice in the right hand dominant and, in the repeat, with the upper voice in the
left dominant.
Measure 14 and the following, with passionate agitation.
*
*
*
Variation 14. Metronome = 132.
Measure 1 and the following, fingering in the right hand:

etc.

Measure 9
and following:

Measure 19 and
following, fingering
				

{

on the right:
on the left, always

Exercise 1, on left, staccato (wrist), always with the fifth finger:
		
etc.
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Exercise 2,
		
right hand:						

etc.

		

etc.

left hand:					

In measure 43 and the following, in order to assure consistent accuracy it is
helpful to imagine the groups as follows:

					

				

etc.

In measures 67–71, in order to gain greater accuracy in this passage,
(on right and left.)
concentrate firmly on these notes
Measure 71, on left, with crisp, full-sounding
accentuation:
In measures 82–83, and 84–85, a strong crescendo each, culminating in sfz.
Variant for the final four measures (100–103):

***

strike
silently
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The following backmatter from the 1910 edition
of the Studienbuch remains untranslated:
Anhang (Appendix—selected quotations from
composers, pianists, critics, biographers,
and philosophers)
Register (Index)
Verlag von Bruno Cassirer (publisher’s catalog)
					—Ed.

]
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“Liszt”—the 80-year-old Archduke of Weimar Karl Alexander once said to
me — “was a prince as one should be.”
He was a prince and an artist and a legend already while he was alive.
His attitude, his appearance and his manner were princely.
The most fortunate fusion of talent, intelligence, persistence and idealism
marked him as an artist. As one he possessed all the earmarks of the the great:
the universality of his art, his three creative periods, the searching quality to
the very end;—
the puzzling quality of his capabilities, the magical nature of his
performance, the magnetic effects of his artistic creations endowed Liszt with
“legendary quality.”
His goals are ascent, ennoblement and liberation. Only a grand person
strives for ascent, only a noble person for ennoblement, only a liberated noble
can grant liberation.
He has become the symbol of the piano that he elevated to princely status,
so that he might become worthy of himself.
[Handwritten note by Galston’s friend and fellow pianist,
Ferrucio Busoni. On blank sheet opposite page 222—Ed.]

[
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Page 222 features
Verlag Bruno Cassirer’s
publisher’s mark.

]
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[
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End of the Verlag Bruno Cassirer 1910 edition
of the Studienbuch—Ed.

]

[

On the following interleaved pages Galston recorded
the programs of piano recitals he presented in Munich
between October 1919 and February 1921.
					—Ed.

]
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Appendix
Transcription of Programs and Notes for the Gottfried Galston
Cycles, 1907–1908

493

Dates of the Forthcoming

GOTTFRIED GALSTON
Cycles.
_______

London. January 17, 24, 31; February 14 and 21, 1907.
Paris. March 2, 6, 11, 16 and 21, 1907.
Berlin. October and December, 1907.
Vienna. Winter, 1907–8.
	Amsterdam. Winter, 1907–8.
_______
BECHSTEIN GRAND PIANOFORTE

will be used at all the Recitals.

Under the management of —
LESLIE HIBBERD ,
17 Hanover Square, London, W.
– – – – – – – – – – – – – – – – – – – – – – – – – – – – – – –
FIVE
PIANOFORTE
RECITALS
BY
GOTTFRIED GALSTON.

PROGRAMMES
AND NOTES.

Under the management of —
LESLIE HIBBERD ,
17 Hanover Square, London, W.
Telephone 5387 Gerrard.
Telegrams: “Klangsaal, London.”

– – – – – – – – – – – – – – – – – – – – – – – – – – – – – – –
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Johann Sebastian Bach.
b. March 21st, 1685, at Eisenach.
d. July 28th, 1750, at Leipsic.
_______
“When listening to Bach, Eternal Harmony seems to me to be conversing with
itself, as it may well have done in the bosom of God shortly before the
Creation.”—Goethe.
“Whoso would seize the wondrous individuality, the strength and meaning
of the German spirit in one incomparably speaking image, let him cast a
searching glance upon the else so puzzling, wellnigh unaccountable figure
of Music’s wonderman—Sebastian Bach. He is the history of German
spirit’s inmost life throughout the gruesome century of the German Folk’s
complete extinction.”—Richard Wagner
“To the foundations of the edifice of music, Johann Sebastian Bach contributed
huge blocks, firmly and unshakably laid one upon the other. Outsoaring
his time by generations, his thoughts and feelings reached proportions for
whose expression the means then at command were inadequate.”
(From the Preface Busoni’s valuable and but too little known edition of the
first part of Bach’s “Well-tempered Clavichord,” to be quoted from again
later on.)
_______

No. I. Capriccio, B flat major.
Sopra la lontananza del suo fratello dilettissimo. (Capriccio on the absence
of his dearly beloved brother.)
Arioso, Adagio—Is the cajoleries of his friends, in order to prevent him from
undertaking his journey.
Andante (Fughetto) G minor—Is the representation of the divers accidents that
might befall him during his absence.
Adagiosissimo, F minor—Is a universal lamentation of his friends.
Un poco largo—In this place come his friends—inasmuch as they understand that
it cannot be otherwise—to bid him farewell.
Adagio poco, B flat major—Aria di Postiglione
Allegro, B flat major, Counter-fugue—Fuga all’ imitazione della cronetta di
Postiglione. (Both themes imitate the post-horn.)
_______
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This work of the nineteen-year-old Bach, in which humour, sadness, grief,
and pain blend in such a wonderful manner, is regarded by many musicians
merely as a youthful occasional composition of a burlesque character. This
seems to us very wrong. All the originality, the power and skill of the later Bach
can here already be felt.
Liszt must have been particularly fond of the Adagiosissimo “Lamento,”
which occupies his mind when he was composing the Variations – “Weeping,
wailing” – this sincere homage to Bach’s grave and melancholy genius.
_______

No. II. Chromatic Fantasia in D minor.
(Allegro molto—Arpeggio—Recitativo—Andantino)
(Written in 1720. Partly from the edition of Busoni.)
“I have taken infinite pains in trying to find another piece of this kind by Bach.
But in vain. This Fantasia is unique and has never has its equal. I first
received it from Brunswick from Wilhelm Friedemann (Bach). A friend of
ours who was fond of making doggerels wrote on an enclosed slip:
‘Here arrives, my dear man,
Some music by Sebastian,
Otherwise called: Fantasia chromatica,
And will be loved through all the saecula.’ ”
—T.U. Forkel, 1802.
“This remarkable work, in which romanticism first entered into the domain of
pianoforte literature.”—Hans von Bulow.
There is, to the mind of the writer of these lines, no organic connection
between this glorious Fantasia and the Fugue by which it is generally followed.
On the contrary, the Fantasia appears to him as a work perfectly harmonious
and complete in itself, which is rather lowered than crowned by this Fugue with
its chromatic theme.
_______

No. III. Prelude and fugue in C sharp minor.
(In five parts, three themes, or rather one theme and three counter-themes.)
(From the “Well-tempered Clavichord,” Part 1)
“We now enter the Holy of Holies; these two pieces are among the most
dignified and sublime works contained in musical literature. The Prelude
in C sharp minor, grave and sad, expresses great and noble feelings full
of depth and energy…The Fugue rises like unto a majestic cathedral.”
—H. Riemann.
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“In this Fugue we seem to be borne upward out of the crypt of a mighty
cathedral, through the broad nave and onward to the extreme height
of the vaulted dome. Midway in our flight the unadorned gloom of the
beginning is supplanted by cheerful ornamentation. Mounting to the close
the structure grows in austere sublimity; yet the presence of the unifying
idea is felt everywhere, the single fundamental motive leaves its impress on
every part.”—F. Busoni
_______

No. IV. Prelude and Fugue in C sharp major.
(In three parts.)
(From the “Well-tempered Clavichord,” Part 1.)

Prelude:
“…a siesta in the shade of leady trees, on grass fragrant with blooming flowers,
and all alive with the hum of insects…all is life and stir, everywhere there
are blossoms and radiance, and the very atmosphere trembles…”
Fugue:
“...breathing peace and cheerful delight.”—H. Riemann.
_______

No. V. Prelude, Fugue, and Allegro in E flat major
(For Lute or Pianoforte.)
(Title from J.S. Bach’s own hand: “Prélude pour la Luth à Cembal.”)
_______

No.VI. Concerto (in the Italian Style) in F major.
Allegro moderato, 2-4 in F major.
Andante, 3-4 in D minor.
Presto, 4-4 in F major.
The full title of the original edition runs thus: “Exercises for the Clavichord,
consisting of a Concerto in the Italian Taste, and an Overture in the French
Manner for a Harpsichord with two Rows of Keys. Part II, composed for
the Amusement of All Amateurs by J.S Bach, etc., etc.”—Appeared in 1735.
“The problem of entrusting a whole concerto to the piano alone has been
solved by Bach in his famous “Italian Concerto”—Italian both in the idea
of a concert performance developed in Italy chiefly by the violin, and also
in the form of a slow movement between two rapid ones which had proved
most convenient for the violin. In the Italian Concerto, Bach with the flash
of genius has so completely fulfilled the task of writing a piano piece in
several movements, and suitable for a concert performance, that nothing
essential was left to be done for the great sonatas of a later period.”—Oskar
Bie.

497

_______

Nos. VII.–XII. Six Tonstücke.
(Pianoforte transcription by Ferruccio Busoni)
(New and Revised Edition)
No. VII.		
Nos. VIII.–XI.
No. VIII.
No. IX.		
No. X.		
No. XI.		
No. XII.		

Prelude and Fugue in D major for the Organ.
Four Preludes on the melodies of Choral Hymns for the Organ.
“Wachet auf, ruft uns die Stimme.”
“In die ist Freude.”
“Ich ruf ’ zu dir, Herr.”
“Nun treut euch, lieben Christen.”
Chaconne for Violin alone.

The works of Busoni are beyond comparison among the piano-transcriptions
of compositions originally written for other instruments, especially for the organ.
They take the highest rank, and all other arrangements can merely be regarded
as studies. The artistic value of transcriptions has frequently been denied. His
“Six Tonstücke” do away with the chief objections of the opponents. Gaily
and never wearying, as a swift stream the Fugue in D major keeps ever moving
onward. On the organ this stream either slackens or else there is a bleating or
a bouncing tumble-down noise; the master-organist who knows how to avoid
either is rarely to be heard. Some of the “Preludes on the Melodies of Choral
Hymns” (Nos. viii and x.), so soft in delineation, demand the utmost flexibility
in their chains of melody; other (xi.) are so dainty in the pearl-work of their
figuration, and in every one of them there is so little stiffness and such a delicate
shading of sentiment, that in their execution the piano may well rival with the
royal organ.
It is different with the “Chaconne.” While the hand of the mightiest genius
was writing down a “Sonata for the Violin alone,” the stream of thoughts
flowing into this chaconne was so enormous that it proved too much for four
weak strings. Fully recognizing the great advantage of a grand pianoforte over
a violin as regards possibilities of expression, Busoni’s congenial mind worked
out a new conception of this piece, which crowns all his transcriptions.
“In looking at the abstract musical ideas of the Chaconne, one would think that
the instrument (the violin) music burst and break under their enormous force,
and much of it would certainly be congenial even to the masses of sound
produced by an organ or an orchestra…There have been many attempts in
later days to melt down the precious material for other instruments. Little
as this is to be blamed on aesthetic considerations – for Bach himself led
the way with his own additional arrangements – yet it is certain that it needs
a master hand to do it with success.”—Ph. Spitta (Biography of Joh. Seb.
Bach, 1873).
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Ludwig van Beethoven
b. December 16th, 1770. At Bonn,
d. March 26th, 1827, at Vienna
“He was an artist, and who can compare with him? He roamed over the
domains of art like Leviathan through the watery deep. He traversed all
things, he comprehended all things, from the gentle cooing of the dove to
the might rolling of the thunder, from the subtlest science and the most
delicate refinements of expression to that dread point where art passes
under the lawless sway of the struggling powers of nature. Whoever follows
him cannot go beyond him, for he reached the uttermost limits of art.”—
From Franz Grillparzer’s oration at Beethoven’s funeral, March 29th, 1827.
In his five last pianoforte sonatas Beethoven has given to the world works
that are unsurpassed for intimacy, sublimity, and depth of feeling. Purged from
the alloy of mechanism and traditional form, these miraculous works depict
with the utmost delicacy and variety of expression all piano, all joy, and the final
resignation of a man of titanic strength and incomparable grandeur.
The charming and delicate Sonata, Op. 101; the great and heroic Sonata,
Op. 106; the romantic E major and the dramatic A flat major Sonatas; and the
last one, the drama in two parts—Resistance and Resignation—vanishing into
the bliss of Nirvana—these are, together with the great creations of Joh. Seb.
Bach, the noblest, the finest, and the most sacred works ever given to the piano.
These treasures stand out quite by themselves, shedding their mild radiance on
everything before and after.
The Sonata, Op. 106, is usually called “Hammer-Clavier Sonata,” and
it is frequently thought to have been intended by Beethoven for some new
instrument of that time. But the name of “Hammer-Clavier” is simply an
attempt—soon given up again by Beethoven—to introduce a German word
instead of the word “pianoforte,” which was then commonly used. The name
can of course be applied to all the later piano works of Beethoven.
A humorous letter from Beethoven to his publisher Steiner in Vienna may
testify to this:—
“To Lieutenant-General von Steiner.
[Private.
Publicandum.
After due consideration and by advice of our council, we have determined
and decreed that henceforth on all our works published with German titles the
word Pianoforte is to be replaced by that of Hammer Clavier, and our worthy
Lieutenant-General, his Adjutant, and all whom it may concern, are charged
with the execution of this order.
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Instead of Pianoforte, ‘Hammer Clavier.” Such is our will and pleasure.
			
Given on the 23rd of January, 1817,
						By the Generalissimus
						
(mana propria).”
And in another letter to Steiner, Beethoven writes: “Hammer Clavier is
certainly German, and so is the device. Honour to whom honour is due.”
_______

No. I. Sonata, Op. 101, in A major.
1. Etwas lebhaft und mit der innigsten Empfindung. (Allegretto, ma non troppo.)
2. Lebhart, Marschmässig. (Vivace, alla Marcia.)
3. Langsain und sehnsuchtsvoll. (Adagio, ma non troppo, con affetto.)
Transition: Zeitmaass des ersten Stückes. (Tempo del primo pezzo; tutto il Cembalo
ma piano.)
4. Geshwinde, doch nicht zu sehr, und mit Entschlossenheit. (Allegro.)
_______
In English the original title would run thus:
Sonata
For the Pianoforte.
For the Hammer-Clavier.
(First Part of the museum for Clavier Music.)
Composed and dedicated to the
Baroness Dorothea Ertmann, née Graumann,
by Ludwig van Beethoven.
106th Work.
Publishers’ Copyright.
S.A. Steiner & Co., Vienna.
This Sonata, begun in 1815, was published in 1817. It was dedicated to the
excellent pianist, the friend and admirer of Beethoven—“my dear and valued
Dorothea Cecilia,” as Beethoven addresses her in one of his letters.
“It is remarkable about the Sonata in A major (Op.101) that it is the only one
of all of Beethoven’s sonatas that was played in public during the master’s
lifetime. This was at a concert arranged be Schuppanzigh in February, 1817,
at which the composer was present. The performance was entrusted to an
amateur of artistic attainments, Stainer von Felsburg, whom Beethoven
himself had introduced into this most poetical work, the execution of the
first and third parts of which is extremely difficult. The master described
these two movements as ‘dreamy sentiments’; they demand freedom of
execution.”—A. Schindler.
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_______

No. II. Sonata in B flat major, Op. 106
1.
2.
3.
4.

Allegro.
Scherzo: Assai vivace.
Adagio sostenuto: Appassionato e con molto sentiment
Introduction: Largo—Un poco più vivace—Allegro—Prestissimo. Fuga a tre voci
con alcune licenze: Allegro risoluto.
(Fugue in three parts, with some freedom.)
_______

“…finite, but endowed with an infinite spirit, we are born but for sufferings
and for joy, and one could almost say that the best of us derive joy from
their sufferings.”—Beethoven to the Countess Marie Erdödy.
In English the original title would run thus:
Grand Sonata for the Hammer Clavier. To His
Imperial and Royal Highness and Eminence,
our most Serene and Reverend Lord Rudolph,
Archduke of Austria, Cardinal-Archbishop of
Olmütz, etc., etc., this Sonata is most humbly
dedicated. . . . . . Op. 106.
Begun in 1817; Published in 1819.
While Beethoven was working at this Sonata his mind was busy sketching
out the first movement of the Ninth Symphony.
Beethoven presented the work to his publisher Artaria with the following
words: “Here is a Sonata which will give the pianists something to do and which
will be played in fifty years.”
These were true words of prophecy! The Sonata was for the first time
played in public by Mortier de Fontaine in 1843 and 1853. He will be famous
in history for having overcome this colossal work.
“The Sonata, Op. 106, is a Piano-Chimborasso, and all the sonatas of the first
and second periods – in fact all existing sonatas – are like terraces leading
up to it. It is an apotheosis of the piano as a solo instrument, this degree of
its powers and possibilities having never been recognized before.
“The title of a sonata being no longer sufficient, let us call this work, this ‘opus
stupendum,’ a ‘Pianoforte Heroïde.’” – W. von Lenz.
With reference to the Adagio (third movement) of the Sonata, Op. 106,
Beethoven’s pupil Ries relates:
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“Something very strange from an artistic point of view happened with one
of his last solo sonatas (Op. 106 in B flat major, with the great fugue), which
fills up forty-one pages in print. Beethoven had sent it me to London for sale
in order that it should appear there at the same time as in Germany. When
it was ready printed, and I was daily expecting a letter to appoint the day of
publication, I received the letter indeed, but with this startling instruction: ‘At
the beginning of the adagio add the following two notes (meaning the octaves)
as a first bar:

“I confess that I was almost haunted by the idea: should anything really
be wrong with my dear old master”—a report which had been in circulation
several times. To add two notes to such a great composition, thoroughly worked
out, and finished half a year ago! But how did my surprise grow at the effect
of these two notes! Never again can notes of similar power and importance be
added to a work already completed, not even if it should have been intended
when the composition was begun. I strongly advise every lover of art to try the
beginning of this Adagio first without and then with these two notes which now
form the first bar, and doubtless my opinion will be shared.”
_______

No. III. Sonata in E major, Op. 109.
1. Vivace, ma non troppo – Sempre legato – Adagio espressivo – Tempo primo.
2. Prestissimo
3. Andante molto cantabile ed espressivo
Variation I.
Molto espressivo
Variation II. Leggieramente.
Variation III. Allegro vivace.
Variation IV. Un poco meno andante ciò è un poco più adagio come il tema.
Variation V.
Allegro, ma non troppo.
Variation VI. Tempo primo del tema.
The first edition was published in 1821. In English the original title would run
thus:—
Sonata for the Pianoforte.
Composed and Dedicated to
Miss Maximiliane Brentano
by Ludwig von Beethoven.
109th Work.

502

Schindler related that Beethoven returned in late autumn, 1821, from his
summer sojourn at Mödling, near Vienna. Bee-like as was his wont, he had
been collecting and storing up ideas; so on his return he sat down at once at
his writing-table and wrote down the three sonatas, Op. 109, Op. 110, and Op.
111, “at one stretch”—as Beethoven expresses it in a letter to Count Brunswick,
wishing to reassure his friend about his mental condition.
Beethoven sent the Sonata to “his little friend” Maximiliane Brentano,
together with the following letter:
						
“December 6th, 1821.
“To Maximiliane v. Brentano,
A dedication ! ! ! —well, it is not one of those which are so frequently
abused. It is the spirit that will keep noble and better men together on this earth,
and that can never be destroyed by time: this spirit speaks to you now, and it
shows you to me in your childhood, you and your dear parents, your excellent
and most cultured mother, you father with all his truly good and noble qualities,
his mind ever bent upon the welfare of his children—and thus I am all at once
on the road. I see you before me; and thinking of the excellent qualities of your
parents I cannot doubt that you have been and still are daily inspired by them
to noble imitation. The memory of a noble friend can never die in me. May you
sometimes think of me with kindness!
Heartily farewell; Heaven bless you and all yours for ever.
Heartily and always your friend,
B eethoven .”
						
_______

No. IV. Sonata in A flat major, Op. 110.

(Composed in December, 1821.)

1.
2.
3.
4.

Moderato cantabile molto espressivo
(Scherzo) Allegro molto.
Adagio, ma non troppo—Arioso dolente.
Fuga: Allegro ma non troppo—L’istesso tempo di Arioso—(Perdendo il torze, dolente)—
L’istesso tempo della Fuga poi a poi di nuovo vivente—L’inversione della Fuga.

“In a letter to his publisher A. M. Schlesinger, Beethoven writes: ‘As t the second
sonata, in A flat, I have settled to whom to address the dedication and shall
send it along next time.”
“Some lines written by Beethoven and still preserved prove that he meant to
dedicate this Sonata to his friend Frau Antonie Brentano.* It is not known
why this was not done. In 1823 Beethoven dedicated his 120th opus, the
great Variations on a subject by Diabelli, to this lady.”—Wihibald Nagel.
(Beethoven and his Pianoforte Sonatas.)
* Mother of Maximiliane Brentano
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“The opening of the A flat major Sonata, opus 110, leads us into a beautiful
landscape. Tender melodies float across the plains; butterflies and glittering
sunbeams are their companions. A healthy energy soars upwards on glad
wings, sinking back after a while to rest in lingering musings. And out of
contemplativeness there grows the old, the eternal song of woe of man.
From the last softly breathed notes rises the fugue, the great law of nature.
Once more the song of woe is heard, more helpless and broken in its
blind attacks of wrath against fate – but the fugue rises with all the greater
splendor: Truth unreserved, embracing everything. This is the pantheism
of Beethoven as revealed in his poems.”—Oskar Bie
_______

No. V. Sonata in C minor, Op. 111.

(Composed in January, 1822.)

1. Maestoso—Allegro con brio ed appassionato.
2. Arietta: Adagio molto semplice e cantabile
_______
Published in April, 1823, by Schlesinger, of Berlin (and Paris).
Sonata for the Pianoforte
Dedicated to Rudolph, Archduke of Austria. Opus 111.
“Beethoven had left the dedication to his publisher.”—W. Nagel
“The Sonata, in the dualistic form of its two movements, is a symbol of the
dualism of the world: Resistance and Resignation.”—W. von Lenz.
“According to the teaching of Pythagoras the planets suspended in the heavens
moved to the sounds of a wonderful music. The ear of mortal men could
not perceive the music of the spheres. The second movement of Beethoven’s
last pianoforte sonata seems like this song of the spheres, like music whose
whole dazzling stream of light cannot be seized by the human mind. This
is the music that the Master, bereft of his outward hearing, heard in its
heavenly purity and serenity—a reflection of eternal beauty, a sublime
legacy that will shed its blessed and redeeming light over the world as long
as it moves in its course.”—W. Nagel
“I have no friend; I must live by myself: but well I know that in my art God is
nearer to me than to other men. I converse with Him without fear; I have
always recognized and understood Him; not am I at all afraid about my
music. No ill fate can befall it, and he to whom it reveals itself will be freed
from all the misery that weighs upon other men.”—Beethoven
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Frederic Chopin.
b. February 12th, 1810, at Zelazowa Wola, near Warsaw,
d. October 17th, 1849, at Paris)
“Chopin: sweet and harmonious genius! Is there a man who knew him, who
loved him in his heart, and who is not conscious of a feeling of secret awe
at the mention of his name, as at the remembrance of some higher being
that a kind fortune had made known to him!”—Liszt
Chopin’s Preludes are branches full of the most precious flowers of lyrical
music. No creation in all pianoforte literature can more justly claim to be
described as lyrical.
_______

12 Preludes selected from Op. 28
Prelude, Op. 45, in C sharp minor.

(Published in 1839)
and the

1. C major: Agitato.
“An arabesk.” *
2. Prelude, Op. 45, in C sharp minor: Sostenuto.
“Besides the set of twenty-four Preludes, Op. 28, Chopin published a single
one, Op. 45, which appeared in December, 1841. I would rather call
it an Improvisata, for it seems unpremeditated—a heedless outpouring
when sitting at the piano in a lonely, dreary hour, perhaps in the
twilight.”—F. Niecks
3. A major: Andantino.
“Graceful and charming”
4. F sharp minor: Molto agitato.
“. . . wild and confused. Waves foaming and swelling, breaking out
. . . Chopin is supposed to have made sketches for this piece during a
terrible thunderstorm at the Isle of Majorca.”
As into a roar of thunder, and sinking back again into a murmur.
5. F sharp major: Lento.
“In the manner of a Nocturne.”
6. E flat minor: Allegro.
“Congenial to the finale of the B flat minor Sonata. A whisper and a roar.”
* Everything here and later on printed between inverted commas is quoted from
the excellent biography of Chopin by H. Leichtentritt, published a short time ago
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7. G sharp minor: Presto.
“In the manner of a study. Passionately pressing onward.”
8.

A flat major: Allegretto.
“In the manner of a romance”

9. E flat major: Vivace.
“Rushing and rippling.”
10. C minor: Largo.
“A fortissimo opening as of braying brass instruments, soothing down by
degrees till it dies away in the distance. The motive of a funeral march.”
11. F major: Moderato.
“An idyll.”
12. B flat minor: Presto con fuoco.
“A rhythm in the bass resembling that of a Barcarole, but no idyllic scene is
here developed. A small boat is tossed about by the tumultuous waves
of the sea, a raging tempest sweeping overhead.”
_______

Douze Grandes Etudes pour le piano.
Dédiées à Mr. Fr. Liszt (published in August, 1833) Op. 10.
_______
“The twenty-four Studies count most certainly among the imperishable
works of Chopin. They are simply incomparable. In them quite a new
genre has been introduced, and at the same time carried to a height of
perfection that has never again been reached. None but Liszt’s studies
can be compared to Chopin’s. It is necessary to think of the standard
of the literature of studies in 1830, when Chopin was already working
at this collection…”
He came and created a number of pieces that are of first rank as works
or art, opening new worlds of sound, containing musical effects that
had hardly been dreamt of before, causing a revolution and a great
enlargement in the technique of piano-playing, and being besides
incomparably effective as studies. With these studies alone Chopin
would have raised for himself an imperishable monument.”
_______
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1. C major: Allegro.
“A study of arpeggio passages in extended positions.”
2. A minor: Allegro.
“A study for the third, fourth, and fifth fingers of the right hand, the
other two fingers being occupied at the same time.” (A study of rapid
chromatic scales with Chopin fingering.)
3. E major: Lento ma non troppo.
“A most beautiful idyll. Niecks tells us that Chopin remarked to his pupil
Gutmann that never again in his life he had found so fine a melody.
Once when Gutmann was playing the study Chopin lifted up his arms,
with his hands clasped, exclaiming: ‘Oh ma patrie!”
4. C sharp minor: Presto.
“A study of bravura for rapidity and lightness of both hands.” - Kullak
5. G flat major: Vivace brillanto.
“The original idea of using only the upper keys in the passages of the right
hand has caused its name: ‘Study on the black keys.’” - Kullak
6. E flat minor: Andante con molto espressione.
“A somber and elegiac concert study.”
7. C major: Vivace.
“Double-stopping, change of fingering on one and the same key; the
greatest possible legato.”
8. F major: Allegro.
“Study of bravura. With the utmost velocity.”
9. F minor: Allegro molto agitato.
“A ‘Song Without Words’ rather than a study”
10. A flat minor: Vivace assai
“One of the most canorous pieces in the collection”
11. E flat major: Allegretto.
“Consists of arpeggios in extended positions.”
12. C minor: Allegro con fuoco.
“This Study was composed at Stuttgart in 1831, soon after Chopin had
received the news of the capture of Warsaw by the Russians. This accounts for
the name ‘Revolutionary Study.’ ”
_______
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Douze Etudes pour le piano.

Dédiées à Mme. la Comtesse d’Agoult. (Published in October, 1837) Op. 25.
_______

1.

A flat major: Allegro sostenuto.
“After listening to the Study one feels as one does after a blissful vision seen
in a dream which, already half awake, one would fain bring back.”—
Robert Schumann

2. F minor: Presto.
“It is so charming, dreamy and soft, somewhat like the singing of a child in
its sleep.”—Robert Schumann
3. F major: Allegro.
“Gently moving and bending . . . secret whisperings and caresses. In
Schumann’s language one might call it ‘a Bouquet.’ ”
4. A minor: Agitato.
“A ‘Salon-Piece’ in the form of a study.”—Kullak
5. E minor: Vivace e leggiero.
“A capriccio rather than a study, consisting of one principal and two side
movements, both essentially different in character.”—Kullak
6. G sharp minor: Allegro.
“A study in thirds”
7. C sharp minor: Lento.
“A somber piece, full of deep melancholy, recalling to the mind the frequent
outbreaks of hopeless depression found in Chopin’s letters.”
8. D flat major: Vivace legato.
“A study in sixths.”
9. G flat major: Allegro vivace.
“A ‘Salon-Piece’ in the form of study.”—Kullak
10. B minor: Allegro con fuoco.
“A study in octaves.”
11. A minor: Allegro con brio.
“Might have been entitled ‘Eroica.’ ”
12. C minor: Allegro molto con fuoco.
“Majestic waves of arpeggios”
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_______

Trois Nouvelles Etudes (Etudes de perfection de la Méthode des
Méthodes de Moscheles et Fétis.)

(Published in 1840.)
No. 1.
No. 2.
No. 3.

F minor: Andantino.
A flat major: Allegretto.
D flat major: Allegretto.
_______

“The three ‘New Studies,’ although made to order (for a Pianoforte Tutor),
and although pursuing educational aims—circumstances which generally
tend to impede creation – rank with those numerous smaller compositions
by Chopin (especially the Preludes) which combine precision of form – the
utmost precision even – with great poetical value.”—Th. Kullak
_______

Nocturne, Op. 48, No. 2, in F sharp minor: Andantino.
Nocturne, Op. 15, No. 2, in F sharp major: Larghetto.
Valse, Op. 42, in A flat major.
Valse, Op. 64, No. 1, in D flat major.
Polonaise, Op. 53, in A flat major: Maestoso.
“This Polonaise is the acme of the whole genre. Neither among Chopin’s works
not anywhere else a polonaise can be found to rival this one in greatness
of subjects or brilliancy of execution. According to Klecynski’s report this
composition caused the master to be haunted by visions, which eventually
drove him away from the lonely tower of the castle of Nohaut. He heard
in his imagination the steps of the forefathers in their rattling coats of
arms, and saw them gliding nearer and nearer towards him in a majestic
procession.”
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Franz Liszt.
b. October 22nd, 1811, at Raiding (Hungary).
d. July 31st, 1886, at Bayreuth.
_______
The great and kindly genius of Liszt loved to find expression in compositions
written in glorification of some great master or some noble idea, such as, for
instance, Goethe’s “Faust,” Dante’s Divina Comedia, “Tasso.” Kaulbach’s
“Battle of the Huns,” his Hungarian Fatherland, etc.
In the following programme the compositions of the first part are written in
glorification of Bach; those of the second in glorification of Italy; those of the
third part represent a glorification of all that is brilliant and demoniac.
_______

Variations on a theme by Bach.

Basso continuo of the first movement of Bach’s Cantata:
“Weeping—wailing—
Mourning—fearing—
Are the Christian’s tearful bread.”
(The German words of this are “Weinen, klagen.”)
(And of the Crucifixus of the B minor Mass.)
(For the Pianoforte, by Franz Liszt.)
Played by the composer at Hanover on April 28th, 1875, at the concert in
aid of the Fund of the Bach Monument.
Dedicated to Anton Rubinstein in respectful friendship.
With the final Chorale:
“What God has done is good indeed:
This is my faith unshaken;
Although by sickness, death, and need
I may be overtaken.
Safe from all harm, a father’s arm
Shall evermore enfold me;
Therefore does faith uphold me.”
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The apparent relationship between these variations (especially the first
one) and the Lamentation of the Friends (Adagiosissimo) from J.S. Bach’s B
flat major Capriccio has already been mentioned when speaking of the latter
composition.
_______
All the deep melancholy and sadness of Bach’s music is here remembered;
all its pride, triumph, and majestic bearing is remembered in the following
composition – the fantasia and fugue on “B-A-C-H.”
_______

Fantasia and Fugue on the subject B-A-C-H.
(For the Pianoforte, by Franz Liszt.)

Both these pieces were originally composed for the organ. They are the
finest works in all modern organ literature. Liszt afterwards arranged them for
the piano.
_______

Années de Pélerinage. (Years of Pilgrimage.)
Deuxième Année. (Second Year.) Italie
_______
In the “First Year” of the “Years of Pilgrimage,” Switzerland and its natural
beauties form the subject of the compositions. The second part, performed
at these concerts, was intended as a hymn to Italian art. Michel Angelo,
Raphael, Petrarch, Dante, and Salvator Rosa are the heroes celebrated in these
compositions.
No. 1. Sposalizio. (The Betrothal.)
Raphael’s famous picture in the Brera at Milan, representing the marriage
of Joseph and Mary, inspired Liszt to write this composition. A reproduction of
the picture adorns the title-page of the composition.
No. 2. Il Penseroso. (The Thinking One.)
From Michel Angelo’s statue in the vault of the Medici at Florence,
representing Lorenzo Medici. (There is a reproduction on the title-page of the
composition.)
*B=H
B flat = B

}

(in German)
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Motto:
“Grato m’è ‘l ponno e più l’eoser di sasso,
Mentre che ‘l danno e la vergogna dura;
Non veder, non sentir m’è gran ventura.
Però non mi destra, del parla basso.
Michel Angelo
English Version.
“While power unjust and guilt prevail,
Stone I would be, and sleep I hail:
To see and feel would each be woe;
Oh, wake me not, and whisper low.”
Translated by J.S. Hartford.
“Liszt’s ‘Sposalizio’ does not depict the scene at the wedding of Joseph and
Mary, nor is his ‘Penseroso’ a statue; yet his titles are neither arbitrary
not accidental; but he takes up the thread where the other arts become
purely spiritual , where the heart of the figures begins to throb, where space
dissolves into time, where floating colour seems to indicate the sphere of
sound, where the sister arts melt into music: seizing their temperament and
inmost spirit.”—L. Ramann: “Franz Liszt, Artist and Man.”
No. 3. Canzonetta del Salvatore Rosa.
“Vado ben spesso cangiando loco,
Ma non so mai cangiar desiro.
Sempre l’istesso sarà il mio fuoco,
E saro sempre l’istesso auch’ io.”
English Version.
“Lightly from place to place I go:
Would my desires change but so.
The same things ever me annoy,
And ever the same man am I.”
Salvator Rosa (1615-1673), the famous Italian painter, was, like most
of those all-accomplished gentlemen of the Renaissance, also a poet and a
musician. Words and melody of this bright and graceful little song are his. Liszt
transcribed it for the piano.
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Nos. 4 to 6. Tre Sonetti de Petrarca: Nos. 47, 104, 123
(Three Sonnets by Petrarch)
Liszt gave them the following motto:
“Ed il suo Lauro cresceva
Col suo amor per Laura.”
Sonetto 47, Del Petrarca.
“Benedetto sia ‘l giorno, e ‘l mese, e ‘l anno,
E la stagione, e ‘l tempo, e l’ora, e ‘l punto,
E ‘l bel paese, e ‘l loco, ov’ io fui giunto
Da duo begli occhi, che legato m’hanno!
E Benedetto il primo dolce affano,
Ch’ i’ eddi ad esser con amor congiunto;
E l’arco e le saetto ond’ io fui punto;
E le piaghe, ch’ infin al cor mi vanno.
Benedette le voci tante, ch’ io,
Chiamando il nome di mia Donna, ho sparte;
E I sospiri, e le lagrime, e ‘l desio;
E benedette sien tutte le carte
Ov’ io fama le acquisto: e ‘l pensier mio
Ch’ é sol di lei, si, ch’ altra non v’ha parte.”
English Version.
“Oh, blessed be the day, the month, the year,
The season’s sky, the moment, and the hour,
The beauteous clime, the spot where first the power
Of two bright eyes enchained me in their sphere!
And blest the grief that woke the welcome tear,
When love first hailed me to his witching bower;
The wound too soon I own’d my heart’s fond dower,
The arrow that could thus my bosom sear.
Blest too those oft inflections of my voice,
Whose sounds compose the name of her I love;
My hopes, my tears, my sighs, be ye too blest;
My songs, whose fame proclaims my heart’s sweet choice;
Blest be my thoughts whose fond devotion prove
Her only image is their hallowed guest.”
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Sonetto 104. Del Petrarca.
“Pace non trovo, e non ho da far Guerra,
E temo e spero, ed ardo e son un ghiaccio;
E volo sopra ‘l cielo e giaccio in terra,
E nullo stringo, e tutto il mondo addraccio.
Tal m’ha in prigion, che non m’ apre, ne’ serra
Ne’ per suo mi riten, ne’ scioglie il laccio;
E non m’ amide Amor, e non mi sferra,
Ne’ mi suol vivo, ne’ mi trae d’impaccio.
Neggio senz’ occhi; e non ho lingua e grido,
E bramo di perir, echeggio aita;
Ed ho in odio me stesso ed amo altrui;
Pascomi di dolor, piangendo rido ;
Equalmente mi spiace morte e vita
In questo state son, Donna, per Vui.”
English Version.
“No peace I find; with causeless warfare fraught
I hope, yet fear—as light with darkness strives
I pierce Heaven’s veil, yet earth’s fond hope survives;
Love gives me all—and yet possess I naught.
In bonds, yet free—a captive, still unsought—
She scorns my chain, not yet my thralldom rives;
Love frees me not, nor yet of life deprives,
Nor bids me live, nor quells my troubled thought.
With eyes, I yet am blind—though mute, complain –
I seek destruction, yet I cry for aid—
Myself despise and yet another love:
Sorrow’s my food, and yet I mock my pain;
Or life or death I equally upbraid
Thus then am I, and this for thee I prove.”
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Sonetto 123, Del Petrarca
“Io vidi in terra angelici costumi,
E celeste bellezze al mondo sole;
Tal che di rimembrar mi giova e dole
Che quant’ io miro par sogni, ombre e fumi.
E vidi lagrimar quei duo bei lumi,
Ch’ han fatto mille volte invidia al sole;
Ed udi sospirando dir parole,
Che farina gir I monti e stare I fiumi.
Amor, senno, valor, pietate e doglia
Facean piangendo un più dolce concerto.
D’ogni altro che nel mondo udir si soglia;
Ed era il cielo all armonia si intento,
Che non si vedea in ramo mover foglia:
Tanto dolcezza avea pien l’aere e ‘l vento.”
English Version
“My mortal eye hath viewed an angel’s grace,
Enshrin’d within a form unmatched on earth;
A dream, a shadow, seems each other worth,
As I with tearful bliss in mem’ry trace.
I mark’d grief ’s tide those beauteous eyes deface
Which to the sun had envy given birth;
I heard those accents in whose absent mirth
The hills might dance, and floods their rapids brace.
Love, wisdom, sympathy, and sorrow wept,
And thus awoke a harmony more blest
Than ever yet had sprung from mortal lyre;
Heav’n listen’d to the sound and silence kept,
Whilst ev’ry trembling leaf was soothed to rest:
So sweet a joy did earth and air respire!
Translation by Lady Wallace
These three Sonnets inspired Liszt not only to the composition of these
pianoforte-pieces, but he also used the words for three songs with pianoforte
accompaniment.
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No. 7. Après une lecture de Dante.
Fantasia Quasi Sonata.
(Fantasia after the reading of Dante.)
“Einem göttlichen Gedichte
Hat er alles einverleibt
Mit so ew’gen Feuerzügen
Wie der Blitz in Felson schreibt.”
Uhland.
English Version
“His poem divine,
That ev’rything contains,
Like lightning’s line
In flint for e’er remains.”
_______

Episode from Lenau’s “Faust.”
DER TANZ IN DER DORFSCHENKE
(Mephistowalzer.)
_______
mephistopheles.

(Als Jäger zum Fenster lierein.)

Da drinnen geht es lustig zu;
Da sind wir auch dabei, Juchhu!
(Mit Faust eintretend.)
So eine Dirne, lustentbrannt,
Schmeckt besser al sein Foliant.
faust.
Ich Weiss nicht, wie mir da geschieht,
Wie mich’s an allen Sinnen zieht.
So kochte niemals noch mein Blut,
Mir ist ganz Wunderlich zu Müt.
mephistopheles.
Dein heisses Auge blitzt es klar;
Es ist der Lüste tolle Schar,
Die eingesperrt dein Narrendünkel,
Sie brechen ios aus jedem Winkel.
Fang Eine Dir zum Tanz heraus
Und stürze keck Dich ins Gebraus
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faust.

Die mit den schwarzen Augen dorr
Reisst mir die ganze Seele fort.
Ihr Aug’ mit lockender Gewalt
Ein’ Abgrund tiefer Wonne strahlt
Wie diese roten Wangen glühn,
Ein volles frisches Leben sprühn!
‘s muss unermesslich süsse Lust sein,
An diese Lippens sich zu schliessen,
Die schmachtend schwellen, dem Bewusstsein
Zwei wollustreiche Sterbekissen.
Wie diese Brüste ringend bangen
In selig flutendem Verlangen!
Um diesen Leib, den üppig schlanken,
Möcht’ ich entzückt herum mich ranken.
Ha! Wie die langen, schwarzen Locken
Voll Ungeduld den Zwang besiegen
Und um den Hals geschwungen fliegen,
Der Wollust rasche Sturmesglocken.
Ich werde resend, ich verschmachte
Wenn länger ich das Weib betrachte;
Und doch versagt mir der Entschluss,
Sie anzugehn mit meinem Gruss.
mephistopheles.
Ein wunderlich Geshlecht fürwahr
Die Brut vom ersten Sündenpaar!
Der mit der Höll es hat gewagt,
Vor einem Weiblein jetzt verzagt,
Das viel zwar hat an Leibeszierden,
Doch zehnmal mehr noch an Begierden.
(Zu den Spielleuten.)
Ihr lieben Leutchen, Euer Bogen
Ist viel zu schläfrig noch gezogen!
Nach Eurem Walzer mag sich drehen
Die seiche Lust auf lahmen Zehen,
Doch Jugend nicht voll Blut und Brand.
Reicht eine Geige mir zur Hand,
‘s wird geben gleich ein andres Klingen
Und in der Schenk’ ein andres Springen!

517

*

518

*

*
*
*
*
*
*
*
Der Spielmann dem Jäger die Fiedel reicht,
Der Jäger die Fiedel gewaltig streicht,
Bald wogen und schwinden die scherzenden Töne
Wie selig hinsterbendes Lustgestöhune,
Wie süsses Geplauder, so Heimlich und sicher,
In schwülen Nächten verliebtes Gekicher.
Bald wieder ein Steigen und Fallen und Schwellen;
So schmiegen sich lüsterne Badeswellen
Um blühende nackte Mädchengestalt.
Jetzt gellend ein Schrei ins Gemurmel schallt:
Das Mädchen erschrickt, sie ruft nach Hilfe,
Der Bursche, der feurige, springt aus dem Schilfe.
Da hassen sich, fassen sich mächtig die Klänge,
Und kämpfen verschlungen im warren Gedränge.
Die badende Jungfrau, die lange gerungen,
Wird endlich vom Mann zur Umarmung gezwungen.
Dort fleht ein Buhle, das Weib hat Erbarmen,
Man hört sie von seinen Küssen erwarmen.
Jetzt klingen im Dreigriff die lustigen Saiten.
Wie wenn um ein Mädel zwei Buben sich streiten;
Der eine, besiegte, verstummt allmählich.
Die liebenden Beiden umklammern sich selig,
Im Doppelgetön die verschmolzenen Stimmen
Aufrasend die Leiter der Lust erklimmen.
Und feuriger, brausender, stürmischer immer,
Wie Männergejauchze, Jungferngewimmer
Erschallen der Geige verführende Weisen,
Und alle verschlingt ein bacchantisches Kreisen.
Wie närrisch die Geiger des Dorfs sich geberden,
Sie werfen ja sämtlich die Fiedel zu Erden.
Der zauberergriffene Wirbel bewegt,
Was irgend die Schenke Lebendiges hegt.
Mit bleichem Neide die dröhnenden Mauern,
Dass sie nicht mit tanzen können, bedauren.
Vor allen aber der selige Faust
Mit seiner Brünette den Tanz hinbraust;
Er drückt ihr die Händchen, er stammelt Schwüre
Und tanzt sie hinaus durch die offene Türe.

*

Sie tanzen durch Flur und Gartengänge,
Und hinterher jagen die Geigenklänge,
Sie tanzen taumelnd hinans zum Wald,
Und leiser und leiser die Geige verhallt.
Die schwindenden Töne durchsäuseln die Bäume,
Wie lüsterne, schmeichelnde Liebesträume.
Da hebt den flötenden Wonneschall
Aus duftigen Büschen die Nachtigall,
Die heisser die Lust der Trunkenen schwellt,
Als wäre der Sänger vom Teufel bestellt.
Da ziehet sie nieder die Sehnsucht schwer,
Und brausend verschlingt sie das Wonnemeer.
Lenau
_______

Mephisto-Valse.
New Arrangement for the Pianoforte, from the Orchestral score, by
Ferruccio Busoni.
This composition for orchestra by Liszt is a most wonderful and ardent
creation, quite equal to the splendid poem.
Liszt also transcribed the Mephisto-Valse for the piano, but Busoni’s
arrangement will be played at the concert. Liszt’s rough and noisy piano
transcription was turned by him into a most valuable new arrangement full of
grace and subtle variety of expression, and it is doubtlessly superior to Liszt’s
somewhat “summary” transcription.
_______

Heroic March.
In Hungarian Style. (Newly edited by Ferruccio Busoni.)
“This March also became of importance. The composer later on took it as a
starting point for his great symphonic poem ‘Hungaria.’ There the March
in its sombre decision forms the keynote of the temper and the outline of
the motives of the Quasi Andante marziale.”—L. Ramann: “F. Liszt, Artist and
Man.”
_______

Reminiscences de Lucrezia Borgia (de Donizetti):

Grande Fantaisie. 2nd Partie: Chanson à boire (Orgie)—
Duo—Finale.

519

Johannes Brahms.
b. May 7th, 1833, at Hamburg.
d. April 3rd, 1896, at Vienna.
_______

Variations and Fugue on a Theme by Händel, Op. 24.
Theme: Aria.
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.

Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Variation:
Fugue:

bold and decided.
fluent and spirited.
soft and flattering
decided, bright and brilliant
expressive, singing
canon in octaves: mysterious
lively, like hunting-horns
point-organ, rapid running movement
double point-organ; majestically pathetic
wild and ghastly noises
soft and simple singing
clarinet solo
grave and measured, like a funeral procession
unbridled, joyfully dashing onward
triumphant
capriccio
comfortably
graceful and spirited
alla siciliana
procession of the sorrowful
tenderly comforting
bagpipe
daring chase
the same
wild triumph
Apotheosis, the crowning of the work

There are also variation by Händel himself on this theme of his.
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Two Rhapsodies, Op. 79.
1. B minor: Agitato.
2. G minor: Molto passionate, ma non troppo Allegro.

Pianoforte Pieces. Op. 119
No. 1.
No. 2.
No. 3.
No. 4.

Intermezzo, B minor: Adagio.
Intermezzo, E minor: Andantino un poco agitato.
Intermezzo, E major: Gracioso e giocoso.
Rhapsody, E flat major: Allegro risoluto.

These four Pianoforte Pieces (published in 1893) are Brahms’s last pianoforte
compositions.

Valse from Op. 39.
Originally composed for the “Pianoforte for Four Hands,” later on arranged
for two hands by the composer.
_______

Studies for the Pianoforte: Variations on a Theme by Paganini,
Op. 35. (2 Books.)
These Studies are in every respect more than mere studies or sketches.
These two books (of fourteen variations each), the acme of Brahms’s pianoforte
works from a pianistic point of view, prove by the abundance, the depth and
fervor of their musical ideas to be something far higher than the mere technical
studies to be expected from the title.

The Recitals aer under the management of—

LESLIE HIBBERD,
17 Hanover Square, W.

Telephone 5387 Gerrard.
Telegrams: “Klangsaal, London.”
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Gottfried Galston at the piano: drawing by Jean Veber, 1909
(The Gottfried Galston Music Collection and the Galston–Busoni Archive,
MS–1072, University of Tennessee Libraries)

Studienbuch by Gottfried Galston:
Facsimile of the Author’s Personal Copy with a New English Translation
In 1907, the eminent pianist Gottfried Galston began his famous Cycles concerts, a series of five recitals devoted
to the great masters Beethoven, Chopin, Liszt, Bach, and Brahms. Galston presented the Cycles to great acclaim
in London, Paris, Amsterdam, Berlin, and Vienna. In 1910, following his celebrated European tour, Galston
published his Studienbuch, a “study book” that articulates his interpretations of the Cycles repertoire.
The present volume reproduces pages from a unique copy of the Studienbuch that belonged to the author and now
resides in the University of Tennessee’s Betsey B. Creekmore Special Collections and University Archives. That
singular specimen includes pages of the 1910 printing interleaved with oversized sheets on which Galston recorded
handwritten corrections in anticipation of a second edition of his Studienbuch.
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